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INTRODUCTION 
Since the very beginning of network television the men in 
charge have had to deliberate over the method to be used for 
!:network origination of programs. For over a decade of network 
l ~ 
L 
:;telecasting, they have had to choose between film and live 
productions. Their field of choice was limited to these two 
~methods of origination until 1957, when the video-tape process 
•!reached a stage of development at which the networks were 
'enabled to utilize it in their programming. 
Since 1949 the pattern of network origination has made two 
significant changes. The first was from predominantly live 
:'network telecasting to emphasis on film telecasting. The second 
:'change, which is the increasing proportion of video-taped 
!programs, has come about in the last few years and by 1960, had 
;: 
:,not yet reached full fruition. For the most part the video-taped 
,! 
!iprograms have been used to supplant the live programs that 
!originally played such an important part in network telecasting. 
ll 
!what role video-tape will play in the future only time will tell, 
::but this method of origination certainly has the potential to 
become an increasingly more important segment of network 
origination. 
The basic question upon which this study is formulated is: 
:why has the emphasis in network programming changed from live to 
"canned" methods of broadcast origination? In order to either 
validate or disprove this question four objectives were 
established. 
The first objective was to determine to what extent each 
•method of origination was used by each individual network over 
':the ten years with which the study is concerned. In order to 
!, accomplish this goal, the author has drawn upon various 
i· publications and a sampling of one week of each even year from 
network program records. 
The second objective of this study was to determi~e the 
rtrends that took place during the period of the study. This was 
accomplished by analyzing the program records of the networks 
;and pertinent published material. 
~ The third objective was to establish the causes of the 
J: 
networks' choice of origination methods and to provide an 
; insight into the rationale of their choice. This objective 
was realized through an examination of the advantages and 
!!disadvantages inherent in each method and those outside factors 
jt 
1!that exerted an influence on the choice of network origination. 
The fourth and last objective of this study was to provide 
a collection of valid quantitative data pertaining to network 
programming which will serve as an aid to further studies in 
this area. The author hopes that many of the areas that have 
been surveyed in this work will serve as starting points for 
additional studies. 
The four objectives of t~is investigation are aimed at 
: fulfilling the purpose of the work which is to present an 
:; 
2 
accurate description of network origination over the last ten 
years and explain why this pattern of origination came about • 
. Consequently, certain secondary goals have guided the author 
throughout the study. These goals are to determine whether or 
.not: 
l. The technical advances in the past decade have caused 
a transition in the character of the medium, 
2. Television is being used as an outlet for the techniques 
established in other media rather than developing a 
1/ technique of its own, 
:i 
3. Immediacy is still an important factor in network 
telecasting, 
!j 4. One method of origination is better suited to one type 
:j 
of program than another, and whether the industry is 
cognizant of this. 
In order to achieve the purpose of this study, this work is 
divided into six chapters. The first and second chapters are 
concerned with the advantages and disadvantages of live and film 
origination. The purpose of the first two chapters is to show 
the reader the characteristics of the two older methods of 
origination before the video-tape process was developed. The 
author hopes that this will facilitate an understanding of 
network choice of origination before and after the advent of 
:video-tape. In chapter three, which deals with video-tape 
origination, the newer method's qualities will be pitted against 
those of the two older methods. 
3 
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After establishing the characteristics of each method, the 
study's fourth and fifth chapters present the results of the 
author's analysis of network-program origination from the 1949-
::1950 television season through the 1959-1960 television season. 
!:A statistical breakdown of the results of this analysis can be 
!found in the appendix accompanying the body of this work. 
The sixth chapter is comprised of a brief survey of the 
six external factors that the author feels have had the strongest 
/influence on the networks' choice of origination. The final 
//section of the investigation consists of a summary and certain 
conclusions that the author has drawn as a result of this study. 
The statistical material that is the basis of both chapters 
':four and five is drawn from the corrected program logs of both 
CBS and NBC, and the pre-schedules that are compiled by the 
r:Program Analysis Department of NBC. Pre-schedules were also 
used as a source for all statistical information pertaining to 
ij ABC in the analysis of that network's programming. This 
' procedure was necessitated by the unwillingness of ABC officials 
to make their program logs available to the author. 
Each sample week used in this study fell in the first or 
i second week in the month of February. This particular month 
'was chosen because it reflects both the programming of the spring 
of that year and the fall programming of the previous year. 
All of the figures were derived from the information 
gathered by the author. The percentages were arrived at by 
rounding off the hourly totals to the nearest quarter hour. All 
4 
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'of the references to night-time programming refer to programs 
·,that were originated at 5:00 P.M. or after. The program 
classifications were based on the author's viewing experience, 
descriptions that were available in TV Guide, and interviews 
with various viewers and network personnel. The definitions of 
these different program types have been placed in the appendix. 
CHAPTER I 
LIVE ORIGINATION 
Is live TV better than filmed TV? Surely there can 
be no serious doubt that it is.l (1956) 
Live origination of a television program is the use of a 
I/ production technique, which involves the use of television 
;; transmitting equipment, which instantaneously transmits the 
i 
rmessage to the television receivers of the audience without an 
· intermediary interruption of time between the actual event and 
the audience's viewing of that event. For the purpose of this 
!paper, the live method of origination will be differentiated 
:. from 11 canned" methods of origination by the fact that the major 
1
portion of the program is not recorded before the time of broad-
1· 
h ;: cast. 
' 
In the early years of television, the only "real" television 
was thought to be that which was originated through the live-
1: production technique. Film shows were considered to be merely 
., 
Jithe superimposition of an older media upon the new member of the 
•! 
' 
:mass communications family. The video-tape process was still 
something to dream about for the more farsighted individuals in 
the television industry. 
"Television first made its principle appeal to home 
. audiences by presenting live programs.2 Those in the position 
to determine the method of origination from the networks felt 
that the real magic of television lie in its live quality, 
"the sense of seeing the actual event or performance taking 
:place before the eyes of the viewer as he sits in his living-
. 113 
c' room •••• 
In defining television, Gilbert Seldes found it necessary 
to include the phrase ''the transmission of the image of an event 
while that event is taking place."4 And so in the first years 
,of television, at least, live television was considered to be 
r ~the true method of television origination. This feeling was 
reflected in the number of live programs that originated from the 
'networks. An analysis of network programming for the month of 
March in 1949, which was conducted by Broadcasting Telecasting 
magazine, showed that "nearly all network programming was live."5 
When considering the attributes of a method of program 
origination one of the most important factors to consider is 
cost. As will be seen the cost factor is one of the most 
, powerful influences involved in the choice of program origination. 
For a one-time production, the live show is "generally" 
cheaper than the filmed show. 6 Although the figures that have 
flooded the media magazines throughout the film-versus-live 
controversy have varied, David Susskind's analysis provides 
some idea of the cost difference that exists between these two 
methods of origination. In an interview in 1957 Mr. Susskind 
said that a half-hour, live dramatic program would run roughly 
from twenty-five to twenty-seven thousand dollars. On film the 
7 
8 
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same show would cost between thirty-five to thirty-seven 
·i 
'thousand dollars. 7 
A concrete example of the additional cost incurred by 
!•filming a television show rather than broadcasting it live, is 
. il the case of "You Are There." Originally done live this program 
·was switched to film and provides an insight into the cost 
;difference of the two production methods. 
I 
,; 
1! 
i, 
Estimated at roughly $24,000 per live show, the initial 
switch from live to film in New York raised the budget 
by about $6,000. It costs about $3,500 more to make a 
film in Hollywood than it does in New York, primarily 
because union scales are proportionately higher. Thus, 
the total added cost of the current filming schedule 
amounts to about $9,500 per film.8 
It is obvious that the mere cost of film raw stock does not 
!i account for the substantial difference of cost between the live 
' show and the filmed version. The fundamental difference lies in 
d 
•' the costs involved in the techniques of production. 
Another advantage of the live show over "canned" presen-
:: 
:itations is that "it is more flexible to word change and minor 
!:structure change at the last minute."9 Flexibility can be 
1
'quite important in any form of program series that deals with 
:: 
current events, as well as a program series where minor changes 
may well make the difference between a successful series and 
one that cannot draw good ratings. Therefore, it is important 
that live television has this quality which makes it "susceptible 
of change and reshaping in the light of actual experience and 
10 public response." 
Unlike the filmed program, which must be completed in a 
9 
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i'short period in order to compete economically with the live show, 
the live presentation has sufficient time for preparation. The 
Ji 
!!average live dramatic show has approximately eight days of 
preparation compared to the two and a half days in which the 
average film producer must complete his production. 11 This does 
''not mean that the live television production necessarily must 
:i take more time to prepare than the filmed show. On the contrary, 
although the live show can use more time in rehearsal than the 
filmed presentation, a factor that is reflected in its over-all 
//quality, "it is faster in minimum time required before telecast. n 12 
I 
iiThis is another example of live television's flexibility. 
The most important single characteristic of live origination 
:~is its immediacy, which is a single word that encompasses a 
'number of important factors that contribute to the choice of 
live television as the means of origination for network program-
ming. 
The first of these factors is television's ability to 
i remove "from an audience's consciousness the factors of time and 
distance. 1113 The other methods of origination can duplicate 
:ithe distance factor but only live television can "take one to 
,i 
!i 14 i! the scene ••• at the moment that an event takes place." The 
i result of this characteristic is that "the viewer has a sense of 
15 being in two places at once." 
Of what value is this feeling on the part of the viewer? 
It should certainly increase his interest because of both the 
shared experience that the viewer has with the actor and the 
proceless stimulus of uncertainty that prevails only in a live 
16 
show. 
Another factor that is an outgrowth of immediacy is that 
elusive term that Jack Gould of the New York Times refers to as 
that "opening-night" quality. This factor is intangible but 
very important. In the words of Mr. Gould: 
The question is often asked why a filmed show, when 
made under conditions seemingly identical with those pre-
vailing in the case of a live program, still should seem 
different. There is ample reason. If there is one thing 
in the theatre that cannot be faked or stimulated, .it is 17 an opening night. And all of live TV is an opening night. 
~ The "opening night" quality, as elusive as it is, does 
I! . 
:; produce some tangible effects. The live show gives the performer 
; the benefit of real audience reaction which certainly influences 
the performers' timing, and, in many cases, adds zest to the 
content of the show. A case in point is that of Jackie Gleason 
in 1956. Mr. Gould described this situation by saying: 
This year he (Jackie Gleason) chose to abandon live TV 
and substitute a celluloid version of the adventures of 
Ralph, the bellowing bus driver; the change was one of 
the consequences of Gleason's much-publicized million-
dollar deal wherein he enticed Milton Berle's old sponsor 
into granting him a tidy annuity. Apparently, the only 
minor hitch in the arrangement is that Jackie doesn't 
seem so funny any more; in fact, film has made his 
program distressingly flat. 
Mr. Gould elaborated on the effect of filming throughout 
the whole industry. He continued: 
Gleason's case is not unusual. A number of Hollywood 
luminaries have been lured astray by the economic or labor-
saving advantages of film; invariably their shows have 
lost something in the transition. Only a year ago, there 
was frantic chitchat about doing feature-length films 
especially for television, even if it were necessary to 
ask the home audience to pay for them. Now, all of the 
excitement in TV is focused on ninety-minute live dramas 
without, mercifully, any serious thought of a toll.l8 
10 
Not only does the live show help the entertainer, but 
:much of the studio;audience's excitement is transmitted to the 
home audience. "Canned" audience reaction is no substitute for 
1: the real thing mainly because the producers of "canned" shows 
so rarely know when the program is really funny. The laughter 
of the live audience that triggers a reaction in the viewer 
becomes in the case of "canned" laughter an irritant to the 
home audience and a constant reminder that the show isn't taking 
,place while the viewer is watching it. 
1: 
Jl 
11 The human quality of live television must also be mentioned 
::as a factor that is related to its immediacy. This factor seems 
to be a combination of spontaneity and the possibility of error. 
Film makers seek perfection. In live television, even though 
the television producer may seek perfection with the same ardor 
~as the film maker, there always remains a chance that a corpse 
may miss his cue and get up and walk off the stage, as happened 
on one live production of "Climax." 
Even the most ardent supporter of live television would not 
' urge walking corpses or cursing on the part of an over-enthused 
television actor. But the fact remains that the possibility of 
such happenings, that is the unexpected, lends a special excite-
,, 
·ment to live television which no method of recording can 
·,duplicate. And this is an excitement that is felt by both the 
:viewer and the production staff. 
It must be noted that television's instantaneous trans-
mission of the message at the time the event takes place1.imakes 
ll 
it more suitable for certain types of programs than a recorded 
method. The best example of this type of program is the sporting 
event which "almost necessarily must be carried live."19 Today 
;jmany sporting events are not carried live on our television 
screens, but the interest that these shows elicit cannot be 
·;compared to that of a live broadcast with its unexpected ending. 
The excitement of the unexpected cannot be overlooked in the 
broadcast of a sporting event. 
,: From a more technical point of view live television has 
~such assets as constant monitoring, cameras that have a greater 
.• 20 !'depth of focus, and electronic matting. Because of the 
characteristics of the television camera, live television also 
requires smaller production sets to achieve the same effect that 
21 
the film sets do. 
Because live programming is presently disappearing from the 
:programming schedules of the networks, it obviously has drawbacks 
as well as advantages. However, these unfavorable factors may 
:.not be as numerous as the reader might first suppose. It was 
not until the advent of video-tape recording that the percentage 
of live programs took such a drastic fall. As late as December, 
1956, NBC's Robert Sarnoff contended that "television's future 
22 
rests along the road ••• (of) live television." 
Unfortunately, some of live television's assets also prove 
.to be liabilities. Uncertainty which lends excitement to the 
·live telecast also can prove to be detrimental to many shows. 
·Fluffed lines and gimmicks that just didn't work, as well as 
:: 
12 
• many other technical imperfections that can occur during the 
production of a live show, go out over the air and cannot be 
ii 
• 
• 
recalled. Once done, the live show is aired with all of its 
mistakes. It has no opportunity forre-doing. 
The studio becomes a limitation not only in matters of 
production space but in the scope, perspective, and diversity 
of the setting. fhis is a very important factor in dramatic 
presentations. In some cases the scope of the material is limited 
because some scripts just cannot be done live. In the earlier 
days of television, Mr. Gould complained about live television for 
these very reasons. In one article the renowned critic said: 
The old cliche about TV working in a closet is no 
longer just a gag; so far as most studio programming is 
concerned, it is. In show after show there is no 
perspective, no diversity of setting, no sense of scope • 
There are close-ups after close-ups,~nd the actors seem 
to be going around in tiny circles. 2 
Another advantage of live production that can &t times 
become a disadvantage is that the live presentation can broadcast 
an event only when that event is taking place. Unlike film, the 
live production cannot record an event before the actual time of 
broadcast. 
One effect that stems from immediate broadcast is inflexi-
bility in the networks' broadcast schedules. This handicaps 
live television in the procurement of talent and presents the 
live producer with a problem that the producer of a "canned" show 
d.oes not have to face. When "General Electric Theatre" was 
originated live, some Hollywood stars couldn't go East at the 
desired time of broadcast. 24 As a result, the production had to 
13 
'be done with talent other than that which had been originally 
desired. Had the program been on film at that time, these 
:.shows could have been done at the star's convenience and aired at 
I 
a later date. 
An even more difficult problem is that of dealing with 
personages of importance in current affairs, such as a visiting 
:dignitary with a crowded schedule. It would be much easier to 
. enlist such a person for a show if the program could be done 
.;at the convenience of his schedule rather than that of the ;: 
il ~'networks. In short, the lack of flexibility in live programming 
schedules can be a great disadvantage of live television. 
The most important single disadvantage growing out of the 
immediate broadcast is that this method of origination cannot 
cope with time zone differences and daylight saving time. In 
order to meet these problems, the networks have to have some 
method of recording programs. 
Second only to the problem of time differential is the live 
ishow's lack of repeat value. Although the live show is less 
costly than the filmed show in initial production expenses, 
once it goes out over the air, it is lost forever. The better 
shows of a film series, on the other hand, can be repeated for 
'summer re-broadcast at a reduced price to the networks; or sold 
on a syndicated basis to independent stations. 
The live show also is shot in sequence. The director has 
no opportunity to stop and make special adjustments that will 
counter production problems that arise after the opening of the 
14 
show. Although shooting in sequence gives the actors a 
; perspective and stage-like feeling that usually adds to the 
quality of their performance, it also means that any mistakes 
made during the broadcast will go out over the air. By using 
either video-tape or film, the director could simply shoot the 
.. bad sequence over again and splice it into the finished product. 
Doing a show in sequence, as a live show must be done, can 
seriously impair high quality productions. As anyone who has 
Lworked in the industry knows, perfection is difficult to attain 
li 
1i . i!l.n live origination. 
Because the live show cannot be done out of sequence, it 
cannot attain the intricate lighting of film or maintain the 
, high quality of sound that the "canned" methods are capable of. 
It must be lighted throughout before the performance begins, 
· and there can be no special or revised placement of microphones 
during the show. 
15 
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CHAPTER II 
FILM ORIGINATION 
Certainly, TV will not ignore the public demand for 
spontaneity, nor will it become a mechanical medium 
resorting to continuously revolving celluloid reel. 
News programs, sports, special events, audience 
participation shows, the major variety and comedy 
hours, and a percentage of all other shows will no 
doubt remain as live telecasts; as in radio, certain 
sponsors will probably prefer live programs. But it 
seems certain tha a large number, and probably a 
majority! of television shows of the future will be 
on film. (1954) 
There are two types of film that television networks use in 
their programming: those that are made through film techniques 
and those that are a direct recording of a live show off of a 
kinescope television tube. The latter, called kinesc9pe~B.!}, a.r:ee 
,a hybrid of both methods of transmission. They contain some of 
the advantages of a live show and all of its disadvantages. The 
kinescope also contains some of the advantages of film: 
particularly, its ability to be re-broadcast. Until video-tape 
entered the television scene, this was the only method of coping 
:with the time zone and daylight saving problems that confronted 
the networks. However, the kinescope does not have the quality 
'Of either the live broadcast or the film that is made especially 
:for television, and, because of this was rarely used for network 
origination. 
, -·-· ~'- ·-· , 
~ ~~·-. --~~-~~- . 
This investigation of the characteristics of film will deal 
primarily with film that is produced through film techniques for 
television transmission. In the beginning of television, this 
1type of film played a very minor role. But as television 
::developed, the television film industry grew in importance. It 
has been estimated that one day it will account for sixty-five 
, per cent of television programming. 2 
Although the networks' chieftains first believed that live 
:television "was their primary opportunity for existence," they 
I; 
!!later expressed their confidence in the role to be played by 
film in television and, in fact, devoted half of network prime 
·time to filmed television. 3 Filmed television's ability to 
iicause such an about-face on the part of the industry's leaders 
il 
';stemmed from some distinct advantages it had over live television • 
. one of the most important of these was its ability to be replayed. 
The ability to be replayed is actually what made the filmed 
'dramatic series plausible. The investment involved in making a 
•,film for television can usually be recovered through one showing 
4 
on a network. But, in order that the production costs be 
justified, the film must be replayed through either syndication 
or re-run. It is this quality of the film that allows it to 
operate on a larger budget than the live program. Without 
the advantage of replay, its initial production costs would put 
it far out of the financial range of the television medium. 
From the network point of view, the film is important for 
.two reasons. One, it makes film, with all of its production 
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values, possible for television transmission. Second, replay 
allows the networks to achieve less costly summertime programming 
by utilizing a repeat program for summer schedules at a lower 
cost than would have to be paid for a live show or another new 
filmed show. 
¥rom the public's viewpoint, the ability to replay the 
better shows means that a greater segment of the audience is 
able to see outstanding programs. Unfortunately, the networks 
do not always limit repeats to only the better productions. 
In some cases the flexibility of film as a television 
programming tool and also a product for its own medium, becomes 
quite important. One of the reasons that the "You Are There" 
series switched from live to film was because it served as a 
fine public relations or public service tool. When the show 
was done live, the network and sponsors were unable to satisfy 
the requests of such organizations as schools, libraries, and 
individual educators for prints of previously aired programs. 
Kinescopes could not be utilized for this purpose because the 
unions would not allow mass distribution of kinescopes. After 
the show had been put on film, the sponsors were able to satisfy 
the educators' requests for prints of the show for use as teaching 
"d 5 a1 s. 
Another flexible factor in the use of film origination is 
that it does not confine the networks to a rigid production 
schedule. fhe program can be made at the convenience of the 
production crew rather than at the demand of an inflexible 
~ programming schedule of the network stations. As a result, 
20 
more programs can be done because talent that otherwise could 
::not be available at the scheduled time is available at another 
time. 
The filmed production can also be made at the most suitable 
;: or. convenient location and therefore can enlarge the scope of a 
ll 
program. Whereas a live show is confined to the studios, the 
·filmed show "can range the countryside or go almost anywhere for 
authentic setting in which actors, directors and playwrights can 
6 
move around." 
Shooting out of sequence is the factor that allows the 
filmed production to acquire a superior technical quality to 
that of the live program. One example of this is that the live 
production, which is lighted in its entirety and cannot be 
changed after the show has begun, cannot attain the preciseness 
of a filmed show. This advantage of the film is due to the ability 
to start and stop the filmed production as necessity dictates. 
If an actor steps out of his specific lighting area during 
·a live show, he will be poorly lighted and the production staff 
is helpless to do anything about it. In film they would stop 
the production until the actor was properly lighted and then 
re-do the scene. This principle is also practiced in sound 
,problems. If a difficult move is to be made in film and there 
is a danger of loss of sound pick-up, the microphones can be 
positioned precisely before the sequence is done. 
In addition to the quality-giving factor of shooting out of 
sequence and re-doing a scene, the filmed program goes through 
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-an editing process where minor adjustments can be made in 
picture or sound. If any scene is of inferior quality, it can be 
dropped or done over for the airing of the show. 
The film can also perform many technical tricks that live 
television cannot. For the most part, these mechanical 
manipulations are of little importance to network programming. 
Film, of course, is responsible for the cartoon which cannot be 
done on live television. 
Another important factor from the point of view of the 
television programming director is that film "imposes virtually 
no strain on facilities. To that degree film is economical in 
television. None of the studio facilities, camera crew, 
electricians, production workers or cast of a live program is 
needed." 7 
Although the film show can claim that it is economical in 
this sense, cost is one of the most important factors to consider 
in a discussion of the disadvantages of using film for television 
origination. In the early days of television the high cost of 
filmed productions was even more important than today. Because 
of television's relatively small circulation, the expense of 
filmed shows made them highly impracticable for the networks. 
As the medium's circulation increased through the expansion of 
network service to all parts of the country, the high cost of 
filmed productions became more justifiable because of the 
increased profits derived from the larger market. 
Although the figures of the comparative costs of production 
22 
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:by using either live, film, or video-tape process vary from 
·source to source, it seems to be an accepted fact that the 
, filmed show is more e~.pensive, at least on a one-time basis, than 
·the live show. The structure and economics of television 
,presents a definite cost limitation on film production for its 
sister medium. Actually, filming "requires time, technicians, 
•and equipment all out of proportion to live television." The 
only way for the filmed show to compete with the live television 
show in terms of cost is if it is done with enormous, incredible 
I; 
:; speed. The result is that the average half-hour film is done 
i' in two or two-and-one-half days. The equivalent half-hour live 
show would begin eight days before the show was aired. 8 
It is easy to see that the added rehearsal time that can be 
garnered from a live production will show in the quality of the 
end product. The necessity of the speed of production in 
filming detracts from the quality of the program. 
The cost handicap of filming presents another disadvantage 
~for this method of origination. Although one of film's great 
··advantages over the live show is its ability to leave the sound 
:; 
stage, the necessity of speedy and cheap production generally 
confine the film producer to the sound stage in order to complete 
the film in two-and-one-half days. This necessitates the 
incorporation of outdoor sequences from the stock library. 9 
Under these conditions, the filmed show gives no greater scope to 
a dramatic series than that which would be given by a live 
production, which, if the producer wished, could also integrate 
stock film footage for outdoor scenes. 
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Another element to be considered as an aftermath of the 
· cost factor that so influences the use of filmed programs is the 
;'residual philosophy. In capsule, this philosophy favors the use 
of films because they can be re-run. Fortune magazine described 
1 the cause and effect of the residual philosophy by saying: 
The turgid flood of repeats on the U. S. television 
screens this past summer is only the beginning of what 
will become a widespread reduction of first-run material 
in both the summer and winter seasons ahead. The reason, 
again lies with the economics of the film packagers. The 
packagers haven't been able to cut costs to a point where, 
even with mediocrity, they can make money selling the 
first thirty-nine weeks of a half-hour show. Re-runs 
are the only means by which they can get their bait 
back and make a profit.lO 
David Susskind attacked the reasoning behind the re-run 
theory by saying that the networks "discovered their audiences 
are so slim and unenthusiastic in the summer during the 
re-run time -- that this argument has proven to be something 
11 
of a boomerang." Boomerang or not, the number of re-runs 
that the 1960 summer television audience is being subjected to 
indicates that the networks haven't found audience response to 
• be so "slim and unenthusiastic" that they no longer make a 
profit practicing this philosophy. 
fhe most obvious limitation of film is that it "cannot 
transmit television in its true sense -- cannot retain its speed 
f . t. . t . d. II 12 o commun1ca 1on, 1 s 1rnme 1acy. The lapse of time between 
the actual production of the program and the broadcast of the 
program limits the use of film. For shows that do not demand 
,the immediate effect, such as drama, this is not important. 
'But in order to present a program that will unveil itself before 
#~ -·· -.. ··~---
!: 
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the viewer's eyes and hold him in suspense because there is no 
'predetermined ending, the program must contain the quality of 
immediacy. .For this reason, filming such a show is impractical. 
'If a program is to be put on film, it must be adaptable to that 
l; 
:medium; and there are many network shows that are not. 
Television undoubtedly owes its first exciting success 
to the fact that it was produced live, rather than on 
film. It was a see-it-as-it-happens miracle, and the 
viewer could see right in his own livingroom a now 
event: baseball, football, wrestling, political 
campaigns, on-the-spot-news. 
Quiz panel and contest shows were the mainstays 
of programming for in these, too, the viewer could 
participate in an unpredictable event as it happened. 
The viewer was an eyewitness. 
Film was unable to cover this type of program 
without a delay of hours or even days, and the 
entertainment programs that were more adaptable to 
film were yet to come.l3 
The lack of the live quality in the filmed production 
: presents a number of problems for the producer of the filmed 
show. One of these is the use of "canned" audience response, 
:especially in comedies or quiz shows. It seems that it is 
., 
.. 
;! 
impossible for the producers of a filmed show to really pre-
determine audience response. As a result of their attempt, many 
'a television viewer finds himself greatly perturbed by the film 
maker's attempts to control this response as well as the show 
itself. The result is that what could have been a very enter-
taining half-hour of television becomes somewhat less than 
entertaining. Critic Gould expressed it this way: 
Take applause and laughter. A situation comedy on 
film may be quite acceptable until from left field comes 
a wave of tinny, doctored and apportioned guffaws. Strips 
of this pre-packaged approval are pieced into the film in 
what some wan director hopes are the right spots. Usually 
he guesses wrong.l4 
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"Canned" laughter is just another example of the "cock-eyed 
15 
:concept of perfectionism" that motivates the film producer. 
:Because the film maker realizes that there is a great deal of 
:!value in real studio audience response, he trys to stimulate 
::this natural characteristic of the live show. In this case 
artificial reproduction does not have the same effect as the 
real thing. But the film producer who wishes to leave nothing 
to chance, not even the home viewer's responses, goes on 
[Undaunted in his attempts to make the filmed show as much like 
li 
lithe live show as possible. This attempt by the film maker to 
H ,, 
:;duplicate the audience response of the live show gives testimony p 
to the fact that the live method of origination is better suited 
':than the film method of origination to programs that require 
audience reaction for their success. 
Another limiting factor on the use of film is its lack of 
adaptability after the production is completed. As was pointed 
:out above, the ability to reshape or adapt programming to the 
il 
iisi tua tion is an important advantage of the live show. Film's 
il 
~limitations in this area can be a great disadvantage, especially 
in the case of a filmed series. Once the show is in the ''can" 
it is exceedingly difficult and expensive to change it. 16 
In the first years of television, the assets of live 
programming were verified by the networks' overwhelming use of 
this method of origination. As the years passed, however, the 
use of film picked up momentum and by 1958, the live proportion 
of night time network programming "had dwindled to less than 
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iihalf. 1117 But as film was about to claim a victory in the 
; ~ 
battle between the two programming techniques, a third 
contestant stepped to the fore. Video-tape recording entered 
television and revolutionized the industry. Its qualities of 
simplicity, immediate playback, and a picture that possesses 
,.almost equal definition and sharpness as live television, 
'indicated that it might soon replace "nearly all live shows, 
,, 
i 
and even threaten the libraries of conventional films now 
forming such a large ingredient of standard TV fare. 1118 
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CHAPTER III 
VIDEO-TAPE ORIGINATION 
It is the biggest thing in the industry today and will 
ultimately revolutionize the production end of television. 
It is an electronic device perfected for an. electronic 
medium - TV.l (1958) 
When television was first born, the live television show 
/:was considered to be the true manifestation of television. Film 
was considered to be the use of another medium in order to fill 
the monster's thirst for program material. For years arguments 
:. over the use of film or live programming raged throughout the 
industry. 
On October 23, 1956, NBC's taped network telecast of the 
"Jonathan Winters Show'', the first network telecast of a taped 
2 program, made all of these arguments obsolete. It was the 
beginning of a new era and a re-appraisal of what television 
could really do. By November of 1956, CBS had started the first 
regular network telecasts of taped programs. At this time, the 
"primary usage" of tape was to replace the kinescope recording 
:process and solve the time zone problems that evolve from 
repeat showings for the West Coast. 3 
I 
Although by the early months of 1957 both NBC and ABC had 
joined CBS in the network use of video tape, the difficulties 
' involved in the production of tape by the Minnesota Mining and 
! 
- .u 
- !<-"--~'"' ..c -- - c:"-- -- ~-~ ---
' :~Manufacturing Company made it impossible to supply the networks 
!: 
~:with enough usable tape. By April of 1957, only fifty reels of 
"usable" tape was "on hand in the industry •••• It was as though 
fine cars had been invented and there was no gasoline to run 
•- them. 114 But by the 1958-1959 television season, the gasoline had 
'·been perfected and video-tape was running headlong through the 
industry. 
"The Jack Paar Show" and "Playhouse 90's" production of 
.. "For Whom the Bell Tolls" (the latter of which could not have 
been done without tape), are examples of the early use of tape 
for network evening programs. The p.etwork daytime series "Today" 
and the syndicated series "Bishop Sheen" were among the users 
of the new technique. 5 The 1958 fall program lineup of CBS taped 
- programs included "Love or Money", "Pursuit", "Lamp Unto My 
Feet", "Look Up and Live", "The Verdict Is Yours", and "Captain· 
6 
,Kangaroo". By 1959, the networks were originating thirty nine 
lshows on tape on a regular basis. 7 Video-tape was established 
in the industry. The question now was not whether or not film 
was superior to live programming, but whether or not tape would 
ultimately replace both film and live shows. 
NBC-TV's executive producer of "Sunday Showcase" in the 
fall of 1959 expressed his feelings when addressing the Radio 
and Television Executive Society by saying that, "I've come not 
to praise live television nor destroy film, but to bury both."8 
Although the advent of video-tape seems to have obliterated 
the concern for the techniques of the other processes, it has 
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. actually renewed old arguments as to the superiority of live over 
!( 
' 'film with a new vitality. Because of video-tape recording, the 
argument has taken on a new twist. The problem that television 
producers now face is whether or not the video-taping method is 
a film or a live technique of production. Actually, the 
versatility of the taping process allows the use of both tech-
niques. It can do anything that can be done on either live or 
filmed programs, as well as addiuonal innovations that are used 
mainly in the taping of commercials. 
Harry V'iayne McMahan's book, TV Tape Commercials, makes the 
distinction between the two basic production procedures that can 
be initiated with the use of tape. Mr. McMahan says: 
The tape can be produced and edited in either of two 
ways: 
l. Production can follow standard live TV commercial 
techniques. Script is rehearsed and produced in 
sequence from start to finish exactly as it would be 
on the air. 
2. Production can record on tape the various scenes and 
sequences, not necessarily in order. This is much 
as film does it. Then, using the pre-recorded material 
(and other tape recorders playing back as sources of 
information) it can re-edit or assemble the scenes 
into final, correct script form.9 
The television producer must now determine whether the taped 
show will be an extension of the film production technique or 
H ~~hat of the live production technique -- or whether the video-
:tape has ushered in an entirely new technique of its own. In 
~~hort, the producers of television shows must learn to comprehend 
:~he nature of the new medium and then exploit its nature to its 
p 
~reatest capacity. It will be "a process of comprehension 
concerned at the outset with distinguishing video-tape from 2 __ ··- _ 
, ,, ~-'-,-:,_ "-~ .,~,/, ___ ,::.: -·.~::.-~::_-,,:;;.,;;,;:~:..;.,.:.A,;-· . ..: ___ ~•• ~· • • ~ _.:;c•· •- -··-~~-~-~~-~,"'1'· 
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~again, the motion picture and live theatre but also, and 
n 
!:perhaps even more importantly, from live TV itself. ulO Video-
! 
I: taping has many advantages and few disadvantages. "Tape's 
ii biggest virtue is its ability to combine the immediacy of a live 
j' 
iJshow with the sureness of film. 1111 It should be clear that 
:iwherever live television cameras can go, a video-tape recording 
can be made. The television mobile unit contains all of the 
necessary equipment of a television station except a transmitter. 
12 This is one of taping's greatest advantages. It has taken 
ij 
ilthe television camera out of the confines of the studio and 
given television a scope that it never before possessed. 
Wherever the production may be done, video-tape can record 
the event and immediately play it back or just act as a recorder 
,: of a live broadcast. If the production is one that entails the 
•• sort of perfection for which film is commonly considered the 
best means of production, the tape can be edited. Those parts 
:which are unfit for broadcast can be eliminated much the same 
way as in film, and retakes can be done without the cost or the 
lj 
li 
l;time consuming process that is involved in filming. 
Tape, of course, supplies the flexibility needed 
for these last minute changes. A sound track may be 
erased and re-recorded in minutes. A new scene may be 
inserted in less than an hour. Components can be 
completely rearranged with new ones within a day, or 
a film commercial can be brought up to date with one 
new live scene and a revised sound track.l3 
In addition, the tape is monitored during the actual 
shooting of the program so that a retake may be made immediately 
. on the spot with no more trouble than an increase in the time 
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period allotted for shooting the production. In short, the 
television producer who is using video-tape can either send his 
program out immediately, as he would do with a live show, or he 
can stay the airing of the show and make any corrections that he 
Hfeels are necessary as he would if he were filming the show. 
The flexibility of video-tape in terms of production method 
'and confinement is only one of the advantages of the process. 
Just as in the filmed television show, the taped program enables 
the producers to employ talent who would not otherwise be avail-
able for a live broadcast because of theatrical or other commit-
14 
: ments. The ability to do the show at the time that the 
producer desires or when circumstances dictate, rather than when 
the program time slot dictates, has many other advantages. 
With video-tape, programs may be recorded at times best 
suited to the most efficient use of the studios. Performers 
may do their stints at times most convenient, without 
regard to the studio clock •••• Visiting notables can be 
interviewed when available (and the chance to watch their 
own air a:p-pearances is an added inducement to grant the 
interview). Staff personnel can be used during regular 
working hours with overtime periods drastically reduced, 
if not eliminated altogether.l5 
For the most part these pre-taped shows are produced on a 
live show basis, without stopping during the show, and the 
editing is done in the control room by shifting from one camera 
to another during the performance. Some programs utilize taped 
sequences that are done at another time and place. These are 
16 inserted into the main body of the program. This latter 
practice is the same as that of a live show which uses filmed 
inserts, a common practice in live news shows. 
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The first instance of the use of video-tape as a news tool 
was the taped recording of President Eisenhower's inaugural 
.ceremonies by both NBC-TV and CBS-TV in January of 1957. The 
::ceremonies were broadcast from the tapes within half an hour, 
" ·i 
I; which points up the fact that taping a news event can cut " ••• the 
; 17 ~time lag that is imposed on film coverage" 
! 
A video-tape recording can be.made of any picture that a 
live television camera can take. The function of recording was 
probably the biggest selling point that tape had as far as the 
networks were concerned when they first adopted the taping 
. process. It enabled them to broadcast live in the Eastern Time 
Zone and then repeat the same show at little additional cost to 
:other time zones. Previously, the time differentials caused by 
different time zones and daylight saving time had caused the 
network a lot of headaches. In addition to the cost savings 
:that tape allowed the networks, they were able to put a show in 
the same time slot throughout the country, which served as a 
boon to the national advertiser. 
Video-taping a show can give the production the same quality 
as can filming. Immediate playback allows errors to be caught 
and corrected before the program is aired. A complicated show 
':can become a "sure-fire" presentation and there is always the 
18 
chance to re-do. 
"Tape is technically capable of surpassing film in both 
:picture and sound quality for telecast." In addition to this, 
it is "more 'foolproof' to ineptness" than film and "it is 
. . . -
-- - '---- ···-· ~- ~-----~-= ... ~. " « ~-
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considerably easier for any crew to get plausible quality on 
tape than on film." 19 From an engineering standpoint this 
position on the use of tape can be based on several factors. 
For one thing, tape was developed for television and is 
electronically linked throughout. Tape is geared to 
telecasting's 30-frames-a-second; film's 24-frames-a-
second must be somewhat slurnsily adapted. 
'l'ape' s sound is the "high fidelity" of the business 
a direct development from the quarter inch magnetic tape 
which proved its superiority in radio and recording. 
Film admits this and now uses a similar magnetic record-
ing of audio to eliminate as many steps as possible in 
film optical duplication. 
And color TV is still another horse of a different. 
Color film has many compatibility problems in TV. Tape, 
electronically linked to live TV color, has none. 
So the potential for higher quality, both in picture 
and sound, black-and-white and color, is there. Experience 
will bring it out.20 
Not only does tape have the potential for "higher quality", 
but there are a number of cost-saving factors that can be 
attributed to this method of origination. Among these is the 
fact that the tape can be erased and then re-used dozens of 
times over. This is in great contrast to kinescopes which cost 
. 21 
i' about $200 per hour and which have little replay value. 
Above and beyond the processing costs, tape can save 
;money in numerous ways if used to its best advantage. The sets 
can be struck immediately after the "take" rather than waiting 
for rushes as is necessary when working with film. There is no 
loss of time in "taping distances and 'follow focus' as in the 
case of film. Here the live TV camera lens work with less light, 
hold greater depth of focus, eliminate guess work through constant 
.'moni taring." There is no need for talent to be called in on a 
'basis contingent upon the outcome of the rushes as in the case of 
ii 
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I' filming. Savings are also made in rental i terns, props, and 
I 
!·equipment " ••• because of tapes shorter production time" 22 
The last mentioned savings, made through shorter production 
'itime, are influenced greatly by the production method utilized by 
H li 
[i the producer. If the time consuming film technique rather than 
~~ 
the live technique is used for a taped production, the savings 
may be minimal or none at all. 
As was mentioned earlier when discussing the advantages of 
filming a production, the video-taping process makes it possible 
1J 
pfor the networks to re-run taped "live" shows. This is a 
•; 
formidable economic advantage since the taping of a show costs 
"roughly a third less than filming it'1 • 23 Video-tape makes the 
.re-run philosophy even more appealing to the producers of 
·television fare. 
Tape has the ability to provide special effects and optical 
tricks at a low cost and with rapidity. Because live television 
~requires smaller sets to achieve the same effect as film, tape 
inherits the advantage over the film process. Live television's 
electronic matting is also utilized by the tape process. In 
, film the combination of two scenes is a slow and tedious process 
n 
involving a period of days or weeks. A taped recording of a 
::live television presentation with the aid of a special effects 
. . 24 generator can do the same feat 1n a matter of m1nutes or hours. 
Another advantage of tape is its ability to be an aid to the 
talent in rehearsal. It facilitates self-correction on the part 
·of the performers. "From talent's standpoint, tape has the 
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~:advantage of being the 'magic mirror'. You can see yourself in 
\ ~ 
action, study yourself objectively, analyze your faults -- and 
25 
I' do it before telecast." 1\ 
ii 
,: Another factor that can work to the advantage of video-tape 
:1 production is the easing 
q 
of tension on the part of all those 
;, 
;: connected with the actual production of the program. "Most of 
the tensions and worry of live TV erase themselves with magnetic 
tape. The 'sudden death' of live now gives way to the 'take 
26 
two' opportunities of tape." This same factor can be to the 
detriment of the taping technique. If too much time is taken 
in doing retakes and seeking perfection, the producer throws 
away one of taping's biggest advantages, which is its speed of 
production. Also, retakes add costs and dampen the vitality of 
,, the performance. 
"Tape can do virtually everything live action film can 
do ••• today! 1127 It cannot perform high speed photography, under 
:cranking, reverse action or freeze frame tricks, but every day 
'programming has little need of these few tricks which tape does 
not provide. For the most part, they can easily be inserted and 
recorded on tape if necessary. The magic of video-tape is that 
it not only has a technique of its own, but can easily incorpo-
·rate a small or large segment from either of the other production 
·methods by merely recording them. 
As the increased use of video-tape by the networks indicates, 
this process has few disadvantages. From the production stand-
point, its drawbacks are practically nil. In the earlier days 
.. ;: 
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of taping shows there was the technical problem of "rollover'', 
,: which was the result of improper splicing due to the imperfect 
il 
.'equipment that was used at that time. 28 But by 1959, rollover 
had been eliminated from the video-tape picture, although the 
problem of "glitch" remained. "Glitch" is a "momentary jiggle 
'
1
that occurs at the editing point if the sync pulses don't match 
, exactly in the splice." 29 The "glitch" factor is not serious 
enough to really affect the quality of the tape picture, since 
the viewer must specifically watch for it if he is to be aware of 
1 it. What's more, DuPont's production of "Hamlet'' showed that 
there is only a one-in-seven possibility of "some glitch" in a 
. t l' 30 v1deo- ape sp 1ce. 
Another disadvantage in the use of tape comes from the 
·manner in which it is used rather than from any intrinsic fault 
in the process itself. It is the effect that tape has on the 
production personnel. This problem stems from the knowledge 
that imperfections can always be erased through editing or 
retake. This same problem has affected the cost of producing 
and the type of product that is produced by the film makers. 
The people in the control room, once they see the 
versatility and the ease of taping, become hypnotized 
by it •••• Retakes are much too easy and you find taping 
sessions falling into a pattern of one take after another 
for the smallest faults in performance. In no time at all 
that indefinable spontaneity of a live show is lost and 
the performances become dull and uninspired. That defeats 
the whole purpose of the tape and makes the end result 
polished but dull and uninteresting.3l 
This is a problem that television production personnel 
.. must overcome before they realize full benefits from the taping 
.. :t ... 
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.process. It is nothing more than a problem of practicing 
:!restraint. After more exposure to the tape process, production 
! 
people should be able to overcome this handicap that grows out of 
one of tape's most important advantages. 
Another undesirable after-effect of the advent of video-tape 
is the problem of repeats. Earlier this problem was discussed 
in-so-far as it affected film in television. In video-tape, the 
re-run problem could become even more pronounced because there is 
. so little extra money and effort involved in recording any or all 
~shows that the networks originate. 
Of course, re-runs are a boon to those who have been trying 
,to find some means of supplying material to a medium whose speed 
of transmission and giant audience literally drain material from 
its creative resources as fast as it can be produced. Once 
again, one of tape's most important assets becomes a problem 
from the producer's or the viewers' standpoint. The present 
··summer saturation of network programming with repeats of previous 
shows, rather than new and fresh material, explains how deeply 
entrenched the re-run philosophy has become in summer programming. 
The re-run problem wouldn't be too serious if the repeats 
were confined to a single season of the year, but recent 
programming indicates that the trend is toward repeat program-
ming during the regular television season. ABC ran a re-run 
of "Davy Crockett", "in the primest of evening time" at the 
,; start of the 1958-1959 season and CBS "regularly sets the echoes 
to rolling with repeats of 'I Love Lucy' at seven-thirty on 
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As much as we may resent so much exposure to repeat program-
ming, which video-tape will no doubt accelerate, there can be 
little argument with the logic of NBC's Ghairman, Robert Sarnoff, 
~;when he said, "With a show like 'Wagon Train', you may get a 
'· .,, 
really good 30.0 rating, but that still means seventy per cent 
of the television homes are not seeing the show. From that 
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audience, you get your audience for a re-run." 
The last defect in taped origination grows out of a 
situation that is not directly attributable to the television 
'transmission of a program. This is the fact that, unlike film, 
! 
:, 
:.the video-tape recording is confined to television transmission, 
which means that a taped show must be transferred to film for 
purposes other than television transmission. 
All in all, the taping method of origination has no serious 
limitations. On the contrary, the few drawbacks that this method 
does present stem from mis-use by production personnel. It is 
so versatile that it can use the best of all of the other methods 
of origination at will with no exceptional strain on facilities 
or budget. The key to its success is that it has the ability to 
record any type of program at any time, utilizing any of the 
production techniques and, in so doing, it doesn't create any 
, specific problems of its own. IH th the development of video-
tape, television has reached maturity and at last found the true 
nature of the medium as well as the potential that existed since 
its inception. 
41 
FOOTNOTES 
1 
"TV's Revolutionary Video-Tape," Sponsor (September 6, 1958), p. 33. 
2 
Harry Wayne Mclvlahan, TV Tape Commercials (New York: Hastings House, 
1960), p. 63. 
3 
Harry Wayne McMahan, TV Tape Commercials (New York: Hastings House, 
1960), p. 19. 
4 
Harry Wayne Mc.M.ahan, TV Tape Commercials (New York: Hastings House, 
1960), PP• 63-64. 
5 
The Changing Picture For Video-Tape in 1959-60 (St. Paul, Minnesota: 
Minnesota Mining and Manufacturing, 1959), p. 7. 
6 
"Videe+Tape Gets New Tricks, New Fans," Broadcasting (September 8, 
1958), p. 58. 
7 
"Video-Tape Gets New Tricks, New Fans," Broadcasting (September 8, 
1958)' p. 58. 
8 
As quoted in, "Is TV Tape Live Or Film?," Broadcasting (October 5, 
1959),p. 79. 
9 
Harry Wayne McMahan, TV Tape Commercials (New York: Hastings House, 
1960), pp. 69-70. 
10 
The Changing Picture In Video-Tape For 1959-60 (St. Paul, Minnesota: 
Minnesota Mining and Manufacturing, 1959), p. 13. 
11 
The Chan in Picture In Video-Ta e For 1959-60 (St. Paul, Minnesota: 
Minnesota Mining and :Manufacturing, 1959 , p. 7. As quoted in Cue (February 21, 
1959). 
12 
The Changing Picture In Video-Tape For 1959-60 (St. Paul, Minnesota: 
Minnesota Mining and :Manufacturing, 1959), P• 17. 
13 
Harry Wayne McMahan, TV Tape Commercials (New York: Hastings House, 
1960), p. 41. 
14 
"VTR Enthusiasm StrOng in '59," Broadcasting (February 9, 1959), 
p. 118. 
15 
"VTR Enthusiasm Strong in '59," Broadcasting (February 9, 1959), 
p. 112. 
16 
"VTR Enthusiasm Strong in '59," Broadcasting (February 9, 1959), 
P• 118. 
17. 
"VTR: Out of the Lab onto the Firing Line," Broadcasting (April 1, 
1957), p. 120. 
18 
"VTR Enthusiasm Strong in 1 59, 11 Broadcasting (February 9, 1959), 
p. 114. 
19 
Harry Wayne McMahan, TV Tape Commercials (New York: Hastings House, 
1960), pp. 33-34. 
20 
Harry Wayne McMahan, TV Tape Commercials (New York: Hastings House, 
1960), p. 34. 
21 
"Revolutionary New Tape Process Unveiled by Ampex," Broadcasting 
(April 16, 1956}, PP• 73-74. 
22 
Harry Wayne McMahan, TV Tape Commercials (New York: Hastings House, 
1960), pp. 37-38. 
23 
"TV: The Light That Failed," Fortune, Vol. LVIII (December, 1958), 
p. 171. 
24 
Harry Wayne lvlclvlahan, TV Tape Commercials (New York: Hastings House, 
1960), p. 34. 
25 
Harry Wayne McMahan, TV Tape Commercials (New York: Hastings House, 
• 
1960), P• 39 • 
26 
Harry \Vayne McMahan, TV Tape Commercials (New York: Hastings House, 
1960), p. 41. 
27 
Harry Wayne MclVlahan, TV Tape Commercials (New York: Hastings House, 
1960), p. 20. 
28 
Harry Wayne Mdlahan, 1'V Tape Commercials (New York: ·Hastings House, 
1960), p. 86. 
29 
"How To Cut TV Tape Costs," Sponsor (April ll, 1959), p. 43. 
30 
"How To Cut TV Tape Costs," Sponsor (April 11, 1959) p. 43. 
31 
"Networks Eye Rich, Growing TV Tape Field," Advertising Age (lvlarch 9, 
1959), P• 48. 
32 
"TV:The Light That Failed," Fortune, Vol. LVIII (December, 1958), 
p. 168. 
33 
As quoted in, "TV:The Light 'rhat Failed," Fortune, Vol. LVIII 
(December, 1958), p. 168. 
CHAP'rER IV 
A DECADE OF NETWORK ORIGINA'l'ION 
As a result of an analysis of the programming records of 
the three major networks from the year 1949, through the 
beginning of 1960, evidence of a pattern of program origination 
has evolved. This pattern has had a number of changing char-
acteristics over the past decade. Each network has had its own 
individual pattern which must be taken into account when 
:'analyzing the changing emphasis in program origination. In 
addition to the individual origination patterns of each of the 
. networks, there also is a distinct difference between the type 
of origination that is used primarily for daytime programming 
• and that used primarily for night time programming. All of 
' these factors will be considered in this chapter which is based 
'on a sample week of February of each even year starting with the 
i !year 1950, and concluding with the year 1960. Because no 
h 
absolutely reliable information was available for the American 
Broadcasting Company until February of 1954, this network is not 
, included in the yearly analysis prior to that year. 
General Trends in Program Origination 
The table below demonstrates the radical change that program 
origination has undergone during the last decade. In the sample 
,week of February, 1950, almost all of the telecasting hours of 
•both CBS and NBC were devoted to live programming. Only 9.2% of 
TABLE I 
PROGRAMMING ORIGINA'rED BY LIVE, FILM, AND TAPE METHODS FOR 3 
NETWORKS IN 6 TV SEASONS 
(In Percent) 
"-;:::;::;:=:;::::::;========================:::;;;;::::;::::;;::::=== ~ 11Method of Total 
·•-=o.::r..:i:.s:g..:i;.:n:;;.;a:;;.t.:..::.i..;;o.::n;_..,. __ ...=,::..:...=...--..::.;~=----=T:.::a:.Jp~;:,;e::... __ ..:..:::..:.!::.;:..--_.::~:.::..:=----1- Total Hours Live Film 
liSeasons 
i: a :1949-50 •••• 90.8 9.2 100.0 59:45 • • • • 
. a 
1951-52 •••• 94.2 5.8 100.0 147:31 .... 
1953-54 •••• 
:, 1955-56 •••• 
85.0 
73.9 
15.0 
26.1 
100.0 178:07 
• • • • 100.0 214:30 
!: 1957-58 •••• 71.1 26.5 .2.4 
23.5 
100.0 212:30 
:i 
:: 1959-60 •••• 
b 
43.7 32.8 100.0 235:55 
1'---------------------------------------------------------------------
l! aF. f ABC t . 1 bl f th 1949 50 d 195 52 i; 1gures or were no ava1 a e or e - an 1-
seasons. 
, the programming of these two networks was originated on film. 
Both networks were providing a good deal of live drama in 
the form of such familiar shows as "Kraft Television Theatre" 
and "Philco TV Playhouse" on NBC and, "Suspense" and "Studio 
One" on CBS. However, most of the programming fell into the 
categories of talk, music, and variety. Such shows as "Arthur 
Godfrey's Talent Scouts" and "Toast of the Town" in the variety 
category, and the puppet show "Kukla, Fran and Ollie'' contributed 
many hours to live programming. 
The number of situation comedies and mysteries was few 
when compared to the number of these types of shows that now 
make up such a large proportion of the television fare. What's 
more, neither CBS nor NBC had one western show originating after 
seven o'clock throughout the whole sample week. 
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b . . "'"• ·-'- ,~ -· -· --~- ~ .¥.~ 
The 1949-50 television season was definitely an example of 
I ;~the live era of television programming. The little :film that 
o'i 
l!was used by the networks was primarily utilized :for purposes of 
ii 
!!integration into live programs and in theatrical dramatic 
'presentations. 
By February of 1952, the total output of program hours by 
CBS and NBC was more than doubled. This large increase in the 
amount of broadcasting hours is attributable to expanded day-
time programming. Although the live programming originating :from 
the two networks increased :from 90.8% in February of 1950, to 
1 94.2% in February of 1952, this had little effect upon night ,, 
;. 
time programming. 
By February of 1954, it was obvious that :film was making 
inroads on the predominantly live medium. Both CBS and NBC were 
increasing their use of :filmed programming and ABC was devoting 
a little less than half of its programming time to :filmed origi-
.nation. Still the networks were operating primarily as live 
,, telecasting originators. Only 15 .o% of their program time was 
' 
·originated on film. 
By 1954, film had gained momentum in its movement toward 
the conquest of night time telecasting. The time was rapidly 
:approaching when the night time segment of the medium would 
become primarily film rather than live. 
As far as the film enthusiast was concerned, the competition 
between film and live broadcasting had an even brighter outlook 
in February of 1956. All three networks had increased their 
~ .-: 
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:total film output over that of the sample week of February of 
1954. As oppo~ed to the 15.0% of total programming time that 
:;was originated on film during the previous sample week, th~ 
II 
'I 
networks were now originating 26.1%, an increase of 11.1% in 
;, film origination. 
;: 
•' 
Most of the situation series programs had gone to film along 
'with a significant number of theatrical dramatic programs. 
However, at this time there were still enough variety, musical, 
discussion, participation, quiz, and panel shows on the air to 
; stem the film tide. When the number of these types of shows 
decreased they would be replaced by filmed programming. The 
1 1955-56 television season was the beginning of the end of the 
live era of night time network television programming. 
Although the use of video-tape entered the origination 
picture in the sample week of February of 1958, the general 
pattern of programming had undergone little change since 1956. 
·Live programming suffered a slight decrease in its share of 
origination and video-tape, which accounted for only 2.4% of 
l 
·, 
:network programming time, and got little network use except by 
:1 NBC. 
By February of 1960, the pattern of use of the different 
methods of origination had experienced a radical transformation. 
The disrupting element in the origination picture of 1960, was 
the increased use of video-tape. All of the networks were now 
· making some use of this new method of origination, though NBC 
embraced the.tnew technique with an ardor which neither CBS nor 
·..::::. ·--···· ---· - :......·~----- -- -- _--;, :::::. -- .·.- _. --
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:i ABC cared to match. 
As a result of this, live television took a drastic decline 
in its share of total hours of programming. In February of 
<1958, live programming made up 71.1% of total network program-
' ming. By February of 1960, only 43.7% of network programming 
.was broadcast live. 
The drop of 27.4% in live origination was accompanied by 
an increase of 6.3% in film origination and a gain of 21.1% in 
the use of video-tape. The total video-tape output in February, 
1!1960, was within one hour of the total amount of film origination 
;• ,, 
(for the sample week of 1956. 
Over a period of ten years the position of live television 
'underwent a decline that rapidly gained momentum as the years 
passed. Film origination was increased by the networks and 
seemingly is still on an upward trend. Video-tape, television's 
latest origination innovation, arrived on the television scene 
with real impact during the 1959-1960 season. At the present 
'.time, video-tape seems to serve more readily as a substitute for 
live shows rather than filmed programs. This of course, indicates 
that live telecasting will continue to diminish in the years to 
come. 
A Comparison of Networks 
Each of the three networks has followed its own particular 
!, pattern of origination throughout the past decade of telecasting. ;I 
The table below illustrates the course chosen by each of the 
networks in its origination of live programming. 
On a percentage basis CBS has led the three networks in the 
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TABLE 2 
LIVE OJUG !NATION FOR 3 NETWORKS IN 6 TV SEASONS 
(In Percent) 
Networks CBS 
Seasons 
1949-50 •••• 93.3 
1951-52 •••• 92.6 
1953-54 •••• 90.5 
1955-56 •••• 82.0 
1957-58 •••• 79.7 
1959-60 •••• 58.1 
NBC 
88.9 
95.5 
86.0 
81.6 
75.5 
32.2 
ABC 
.... 
.... 
70.3 
40.6 
47.8 
42.9 
use of live programming since the 1949-1950 television season. 
NBC remained a relatively close rival to CBS in the use of live 
':origination up until the 1959-1960 television season when NBC 
:adopted video-tape origination for much of its live programming. 
On an hourly basis NBC broadcast more than eight hours more 
of live programming than did CBS, although the latter led NBC in 
live programming on a percentage basis. In 1952, the only year 
that NBC led CBS in the percentage of program time originated 
live, NBC broadcast more than twenty hours of live programming 
·· than CBS did. 
ABC consistently remained a poor third in the use of live 
origination until the 1959-1960 television season. It then 
moved into the second position in the use of live programming. 
1!But this was a result of NBC's increased use of video-tape 
rather than a new emphasis on ABC's own live telecasting. 
During the sample week of February of 1958, ABC showed a 
50 
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7.2% increase in its use of live origination over the previous 
sample week. This was mainly attributable to ABC's large 
increase in its daytime programming. 
Table 3, which demonstrates the use of film by the three 
networks since the 1949-1950 television season, discloses a 
picture of the rise in the use of film by the networks. This 
increase in the use of film contributed to the proportional 
decrease in live origination. 
'fABLE 3 
l''ILM OlUGINATION POR 3 NET~1WRKS IN 6 TV SEASONS 
(In Percent) 
Networks CBS NBC ABC 
Seasons 
1949-50 •••• 6.7 ll.l • ••• 
1951-52 .••• 7.4 4.5 . . . . 
1953-54 •••• 9.5 14.0 29.7 
1955-56 •••• 18.0 18.4 59.4 
1957-58 •••• 20.3 20.2 50.0 
1959-60 •••• 34.7 19.7 52.1 
In the early years of television NBC held a slight lead in 
the use of film over CB~. Both were far behind ABC in film 
origination and remained behind throughout the 1959-1960 
television season. 
In Pebruary of 1960, NBC slightly decreased its use of film. 
ABC increased its film origination 2.1% and for the second sample 
season telecast over one-half of its programming on film. CBS 
made the boldest increase in the use of film by originating 14.4% 
!more of its programming on film than it did during the 1957-1958 
i 
H 
~television season. 
II ,, 
'! The remaining method of program origination, video-tape, 
,. 
i!didn't come into use until the 1957-1958 season. As the table 
:; 
~below shows, video-tape origination saw very little use until 
; 
!NBC adopted this method of origination for much of the program-
·ming that it had previously done live. 
'rABLE 4 
'rAPE ORIGINATION .FOR 3 NETWORKS IN 2 TV SEASONS 
(In Percent) 
Networks 
Seasons 
1957-1958 •••• 
1959-1960 •••• 
CBS 
.... 
6.4 
NBC 
4.4 
48.1 
ABC 
2.2 
5.0 
NBC used video-tape for both the "Today" morning show, 
which accounted for fifteen hours per week, and the "Jack Paar" 
evening program, which added another ten hours of tape program-
ming. Both of these programs, which accounted for over 50.0% of 
NBC's taped programming in the 1959-1960 seasons, were done live 
before tape entered the telecasting scene. In addition to these 
two shows, the early morning broadcasts of "Continental Classroom" 
also were originated on tape by NBC. 
The interesting factor in the dominance of NBC in video-
tape origination is that the other two networks did not have any 
programs that could be considered counterparts of the programs 
that NBC originated on tape. This indicates that unless the 
!.! .. 
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programming of the networks actually lends itself to this medium 
video-tape will not be used by the networks. 
Day and Night Origination Trends 
Until the 1953-1954 television season there was little 
difference between the emphasis put upon the types of network 
origination used for daytime and night time telecasting. Live 
origination was used almost entirely for both of these periods 
or programming. 
By February of 1954, the difference in the origination 
patterns of daytime and night time programming had become evident. 
As can be seen in Tables 5 and 6, daytime programming retained 
live origination for the majority of program hours up to, and 
through the 1959-1960 television season. Night time television, 
on the other hand, evolved as a medium of "canned" methods of 
origination by the 1959-1960 television season. As early as the 
1957-1958 television season night time broadcasting was almost 
TABLE 5 
DAYTH1E HWGH.A1v1A<1ING ORIGINA'l'ED BY LIVE, FILM, AND 'f.\.PE iv1ETHODS 
FOlt 3 NE'fWOHKS IN 4 TV SEASONS 
Method of 
Origination Live 
Seasons 
1953-54 •••• 93.4 
1955-56 •••• 85.6 
1957-58 •.•• 88.7 
1959-60 •••• 54.4 
(In Percent) 
Film 
6.6 
14.4 
6.9 
17.5 
Tape 
4.3 
28.1 
Total 
Total Hours 
100.0 90:15 
100.0 116:15 
99.9 115:15 
100.0 136:55 
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TABLE 6 
NIGHT TIME PROGRAMMING ORIGINATED BY LIVE, FILM, AND TAPE 
METHODS lt'OR 3 NE'1'WOR.KS IN 4 TV SEASONS 
(In Percent) 
Method of Total 
Origination Live Film Tape Total Hours 
Seasons 
1953-54 •••• 76.4 23.6 .... 100.0 87:52 
1955-56 •••• 60.1 39.9 100.0 98:15 
1957-58 •••• 50.4 49.6 .... 100.0 97:15 
1959-60 •••• 28.8 54.0 17.2 100.0 99:00 
j; h lf f "1 d . j: one- a 1 me programm1ng. By Pebruary of 1960, 54.0% of the 
,. 
!iprogramming of the three networks was originated on film and an 
! 
·additional 17.2% of the programming was video-taped. This left 
:i only 28.8% of the networks' programming to be originated live. 
The difference in the two patterns of origination can be 
·ascribed to three factors. The first of these factors is the 
cost of production. Because the revenue that the networks 
gained from the daytime programming was less than that which 
, they attained from night time program hours, the costs of 
11 production for daytime programming had to be more limited than 
li 
the production costs of night time origination. 
As was shown in the chapters on the methods of origination, 
live programming is generally considerably cheaper than filmed 
programming. The natural result of the need for cheaper 
productions during the day was for the networks to rely on live 
programming, the least expensive of the origination methods. 
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• 
As the number of film shows grew during the night time 
viewing hours and the feasibility of application of the re-run 
philosophy in daytime programming became accepted, film 
origination became a relatively inexpensive method of daytime 
program origination. rhe networks had already paid for these 
films and it cost them almost nothing to re-run them during the 
daytime viewing hours. 
During the 1959-1960 television season ABC's increase in 
its daytime use of film could be largely attributed to eight-
and-one-half hours of re-runs. Such shows as "Restless Gun", 
"Love That Bob", and the "Gale Storm Show" were enjoying their 
second exposure to a network audience via daytime programming. 
CBS also added to its film total by re-running "l Love Lucy", 
e "December Bride", and "The Millionaire". Only NBC has failed 
• 
to join the network trend toward film re-runs during the daytime 
hours. 
Of course, as the number of night time programs in the form 
of re-runs increases during daytime viewing periods, the nature 
of daytime program content becomes increasingly more like the 
content of night time programming. If the daytime audience 
shows reasonaole acceptance of this type of programming, the 
networks will provide them with still more re-runs because the 
filmed repeat is inexpensive and requires so little effort on 
the part of the networks. 
The second factor that influenced the diffe1ence in the 
program origination patterns of daytime and night time 
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broadcasting was the late entry of ABC into the daytime broad-
casting field. In the sample week of February of 1954, both 
NBC and CBS were broadcasting over forty hours of daytime 
:programming. In contrast, ABC broadcast a mere five hours. As 
' 
,late as the 1959-1960 television season ABC telecast only 
slightly over one-half of the daytime hours broadcast by CBS and 
less than half of the daytime programming of NBC. 
Therefore, the reliance of ABC on filmed programming for 
1 daytime viewing, except for the 1957-1958 season, had little 
effect on the overall daytime origination pattern. This was 
just the opposite of the situation in night time programming, 
where ABC's reliance on film was definitely borne out in the 
total origination pattern of the three networks. 
The third factor to be considered is the change in the 
type of programs that were broadcast during the daytime and the 
night time telecasting hours. During the live era of night 
time programming the shows were mostly of the music, talk, and 
variety types. Situation comedies, mysteries, and westerns 
.made up little of the program material when compared to the 
large share of present television fare that consists of these 
types of programs. 
By 1956, the number of situation comedies, mysteries, 
adventures, and westerns had increased. All of these program 
types were predominantly filmed. By 1958, these various forms 
. of filmed dramatic presentations had acquired even more of the 
' networks' programming schedules. The decline in live programming 
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was held back by quiz shows, such as "Twenty One", music shows, 
I and NBC's weekday night program, "Jack Paar". The latter 
!accounted for eight and three-quarters hours of live programming 
each week. 
In 1960, the quiz shows had joined most of the other 
•:traditionally live program types. Night time programming had 
'become primarily a film medium with a format that mainly 
consisted of dramatic programming. Thus, as the type of program-
,, ming underwent change, the number of live shows decreased. 
During the early years of daytime programming the variety 
show and the soap opera on CBS made up the majority of the 
programming. Both of these program types were done live. 
In 1954, the meager amount of daytime programming that was 
done by ABC was live sports programming. CBS originated an 
hour and forty-five minutes of live programming each weekday in 
the form of soap operas. NBC relied mainly on participation 
and talk shows. 
•: In 1956, ABC inserted a two-hour long weekday afternoon 
ii 
li film show called "Afternoon Film Festival" into its daytime 
!I 
!iprogram schedule. Up to this time this network was the only 
exception to the predominantly live trend in daytime programming. 
The 1957-1958 television season saw little change in 
program type. ABC replaced "Afternoon Film Festival" with 
music and participation programming and increased the numb~r of 
talk shows that it originated on Sunday afternoons. All three 
networks were still broadcasting the type of shows that were 
57 
,favorable to live telecasting. 
I 
Finally, during the 1959-1960 television season, daytime 
programming adopted a great increase in dramatic programming. 
)Most of this dramatic programming was done on ABC and CBS in the 
,form of filmed re-runs. As the type of programming changed on 
ithese two networks, the pattern of origination also changed. 
NBC, which continued to program shows that lent themselves 
to live broadcasting, didn't join the film trend in daytime 
telecasting. However, NBC did replace much of its live program-
:ming with video-taped origination. This increased use of video-
.tape by NBC and the influx of film on the other two networks 
1indicates that "canned" programming, both film and tape, will 
soon dominate daytime broadcasting as well as the night time 
programming of the three networks. 
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CHAPTER V 
ORIGINATION METHODS BY PliOGRru~ TYPE, 
THE 1959-1960 SEASON 
A more detailed examination of the 1959-1960 television 
season's programming discloses a precise picture of the method 
of origination that the networks are currently using for differ-
ent program types. By dividing the programming of the sample 
week of 1960 into eight categories, the following apportionment 
of origination by program type was derived. 
'rABLE 7 
.PROGRAM ORIGINATION IN VARIOUS PROGRAM TYPES 
FOR 3 NETWORKS IN THE 1959-1960 TV SEASONa 
Program Percent of .Method of Origination Total 1'otal Types Programming Live Film TaEe Percent Hours 
Documentary •••• 1.3 33.3 66.7 .... 100.0 3:00 
Drama • ••••••••• 45.8 26.5 65.6 7.9 100.0 107:25 
News • •••••••••• 3.4 93.8 6.3 100.1! 8:00 
Music-Dance •••• 6.1 82.8 17.2 100.0 14:30 
.Participation •• 11.3 67.9 3.8 28.3 100.0 26:30 
Sports ••..••••. 5.7 81.1 18.9 100.0 13:15 
Talk . .......... 15.8 29.7 4.1 66.2 100.0 37:00 
Variety •••••••• 10.6 55.6 .... 44.4 100.0 24:45 
'rotal 100.0 43.7 32.8 23.5 100.0 ..... 
234:25b 
.a.34:25b 
Total Hours 
aClassification of program types are defined in Appendix B. 
b One-and-one-half hours of programming is not included in the 
classification of programs because it did not fall in any of 
the program categories used. 
" 
Live origination made up more than half of the telecasting 
,, 
lhours of news, music-dance, participation, sports, and variety 
programming. This method was used almost entirely in the field 
10f news programming and made up more than 80.0% of the program-
ming in the music-dance and sports program categor~es. However, 
'these categories that were dominated by the live n1ethod of 
:origination only account for 37.1% of the total programming of 
the three networks. 
Film origination was used for the majority of program time 
in only two program categories, documentary and drama. Although 
the docUlllentary program type made up a mere 1.3% of network 
, total programming, dramatic programs accounted for 45.8% of the 
programming of the three networks. Film was also used for 18.9% 
of sports programming. 
Video-tape origination accounted for more than half of the 
talk programming. It was also liberally utilized in the variety, 
!participation, and music-dance categories, which continued to be 
t ~ 
:dominated by the live origination method. Although video-tape 
:was used for six hours of dramatic programming during the sample 
,~week, this was only 7. 2% of the program time devoted. to 
:dramatic fare. 
There are a number of important differences between the 
pattern of origination of daytime programming and the origination 
pattern that has evolved in night time programming. The first 
'of these variations, which are exemplified in Tables 8 and 9, 
is the diversity of emphasis placed upon the origination of 
dramatic programming during the daytime and the night time 
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telecasting schedules. 
'£ABLE 8 
DAYTI.MB .PiWGRAlv1 ORIG INA'l'ION FOR 3 TV NE1'.VORKS IN SELECTED PROGRAM 
TYPES, 1959-1960 TV SEASON 
: Program Percent of Method of Origination Total 
'l'otal Day Types Programming Live Film TaEe Percent Hours 
Drama • •••••••• 38.3 46.7 41.9 11.4 100.0 52:25 
Music-Dance ••• 4.7 84.6 15.4 .... 100.0 6:30 
, Sports .•...... 7.3 90.0 10.0 100.0 10:00 
·Talk. • ••••••••• 23.0 19.0 3.1 77.8 99.9 31:30 
Variety ••••••• 
__§_d 100.0 100.0 8:45 
Total 79.7 
Total Hours 136:55 109:10 
TABLE 9 
NIGHT TIME PROGRAM ORIGINATION FOR 3 TV NETWORKS IN SELECTED 
.PJ:WGRAM TYP~S, 1959-1960 TV SEASON 
Program Percent of Method of Origination 'Total I Total Night 
1! Types Programming Live Film TaEe Percent Hours 
" ;I !: Drama • ••••••• 56.4 7.3 88.2 4.5 100.0 55:00 
\i M . D • i; us1c- ance •• 8.0 81.3 . ... 18.8 100.]J 8:00 
Sports ••••••• 3.3 53.8 
ii 
46.2 100.0 3:15 
;~ Talk ........• 5.6 90.9 9.1 .... 100.0 5:30 
i· 
t· Variety •••••• 16.4 31.3 aa.a 100.1 16:00 .... 
Total 89.7 
'£ota1 Hours 97:30 87:45 
,, 
1: 
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During the daytime viewing hours the live method of 
origination is utilized for more dramatic programming than is 
film origination,although the difference is minute. This is an 
entirely different situation than that which exists during 
night time programming where 88.2% of the dramatic programming 
is broadcast on film. 
Another significant difference in the origination patterns 
of the two telecasting periods is the amount of video-tape 
origination. There is over tw~ce as much video taped drama 
during the daytime programming as there is in night time 
programming. 
This situation stems from the number of soap operas that 
are being done by CBS during the daytime hours. Obviously, 
the networks are not using much video-tape for dramatic programs 
during the prime telecasting hours where drama has been primarily 
filmed. 
This illustrates the fact that the networks are using tape 
to replace live programming but that they do not use it as a 
substitute for filmed programming. On this premise it can be 
assumed that if the increase in film re-runs continues to 
mount during the day there will be a resultant decline in the 
, amount of video-tape origination in daytime programming. 
r 
The SGcond fundamental difference in the program origination 
patterns of daytime and night time is the networks' treatment of 
talk programs. During the daytime hours, where much of the 
programming consisted of talk programs, live origination was 
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>replaced for the most part with video-taped programming. During 
! 
!the uight time period 90.1% of the talk programming was originated 
,, 
i,l i ve and the rest was filmed. 
Variety programs also present a wide divergence of emphasis 
during the two broadcasting periods. During the daytime tele-
,casting period all of the variety programming was originated 
I ~ 
'live. Night time variety programming took a radically different 
:·origination trend. Well over half of the night time variety 
;programming was video-taped. 
Most of the music-dance programming was broadcast live 
!:during both the daytime and the night time telecasting hours. 
rFilm origination was used for 15.4% of daytime music-dance 
programming and none of this program type was originated on 
video-tape. In contrast 18.8% of night time music-dance program-
ming was originated on video-tape and there was no film program-
ming. 
The fifth and last difference of import in the method of 
,origination used for a program type during the daytime and night 
·,time broadcasting hours is the way the networks treated sports 
!:programming. Almost all of the sports programming was done 
1 during the daytime period and 90.0% of this was done live. 1: 
I: During the night time hours, when very little sports programming 
'was done by the networks, this type of programming was almost 
,evenly divided between live and film programming. 
Of course, each network has a different emphasis on types 
of programming. This emphasis is reflected in the use they make 
F . 
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r: 
,; of the different origination methods. In scanning the program-
ming of the last ten years it is obvious that program content 
has been one of the deciding factors in the change from almost 
entirely live network television to the network television of 
today which originates more than half of its programming by 
'"canned" methods. 
:: 
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CHAPTKtt. VI 
INI<~LU.h:NCES uPON NETWORK ORIGINATION 
Throughout the past ten years of programming by the net-
works, emphasis on the type of origination to be used has 
changed. In the early years the preponderance of programming 
was originated live. Toward the middle fifties film gained 
momentum and later rivaled live programming's lead as a means of 
network origination. In 1957 video-taped programs entered the 
competition. Today, live television, as it was originally 
conceived is rapidly disappearing from the networks, and the 
battle between the methods of program origination is narrowing 
down to only two contestants; video-tape and film. 
As has been shown, each method of origination has certain 
qualities that either favor or discourage its use by the net-
works as a means of origination. However, in addition to these 
qualities which are inherent to the methods themselves, there 
are certain factors that have influenced the use of the different 
methods of origination. 
The first of these factors to be treated is the expansion 
of the network broadcast facilities through coaxial cable and 
micro-wave relay systems. Without this connection of broad-
casting facilities, the networks would not exist. It is through 
their very existence that television became a national 
Interconnection is, of course, necessary for all live 
programs, whether they be entertainment programs or 
broadcasts of public events as they occur. Even with 
respect to film programs, interconnection is necessary 
in order to provide simultaneity and to make it possible 
for an advertiser to have his program and his advertising 
continuity broadcast through a single purchase from a 
single source and at a fixed point in the network 
program schedule.! 
It was pointed out previously that the live show can be 
produced at less expense than the filmed show. Until the net-
works were able to gain enough viewers to justify more expensive 
'programs, the less expensive method of program origination was 
used. "Television is currently (1949) in an era of low-budget 
I ['shows because of inadequate circulation to justify a sponsor's 
'spending more." 2 
In order that television utilize the film technique of 
production, its audiences had to expand. This could be done 
only through a national network hookup. In December of 1945, 
AT & T's Long Lines Department expanded its television network 
facilities as a result of its having successfully operated an 
experimental channel between New York and Philadelphia. 3 ''On 
iMay 1, 1948 AT & T opened for commercial use 196 miles of 
television channels, providing network service to 12 TV stations 
~.in five cities - New York, Boston, Philadelphia, V{ashington and 
. 4 
., Baltimore." By January of 1949, network services had been 
... ;;, 
extended to the Midwest. Pittsburgh, Cleveland, Buffalo, Toledo, 
Detroit, Chicago, Milwaukee and St. Louis could not be reached 
by simultaneous broadcast. 5 "By January 1952, the trans-
continental link from Omaha through Salt Lake City to 
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San Francisco had been completed and additional cities had been 
added throughout the West and Middle West." 6 As early as 
September of 1951, "coast-to-coast television was inaugurated ••• , 
with the opening of a micro-wave radio-relay system that carried 
telecasts of the Japanese Peace Treaty Conference." 7 By 1954 
AT & T was able to keep pace with the demand for program trans-
mission service. 8 
In addition to the lack of network facilities, the early 
television market was limited by the television "freeze" on 
September 29, 1948. 
It permitted already-authorized stations to go ahead with 
construction but froze all other applications. The result 
was that for nearly four years, until the end of the freeze 
on June 1, 1952, the m~ximum number of stations allowed to 
operate was arbitrarily limited to the 108 which had 
received authorization before October, 1949.9 
Thus, as the networks enlarged the potential buyers that 
they could reach for the advertiser, the investment made on a 
program could be increased, and filmed programming became a 
method of programming origination that was economically feasible. 
Perhaps the most influential factor in the proportional use 
of the three methods of origination is the fact that the fil~ 
industry flourished in Hollywood long before network television 
came into existence. From this historical fact has risen a 
number of factors that have greatly influenced the method of 
origination of the programs that have been transmitted by the 
networks. 
The first and most obvious function for which Hollywood 
could serve the networks was as a supplier of feature films. 
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Because of Hollywood's backlog of theatrical film, television 
had a partial answer to its problem of filling the ravenous 
appetite for program material that TV was manifesting. 
By April of 1949 the role of feature film in network 
:television had begun to disintegrate. Most program executives 
agreed that in the last few months there had been a "general 
•diminution" in the use of feature film. 10 
Charles M. Underhill, CBS director of television 
programs, pointed out that CBS had found it impossible 
to interest sponsors in feature film. He thought that 
advertisers objected to the lack of continuity in a 
feature film series, although he said it had been 
possible to sell some commercial spots in and around 
films.ll 
CBS also found that because the rental of feature films 
rose in proportion to the number of stations fed by the network 
telecast, film was uneconomical for network sustaining programs. 
12 
"Live programs were cheaper." 
'rhe future pointed to Hollywood production of films made 
for television rather than a Hollywood that would provide the 
networks with castoffs of its theatrical films of the past. 
planned to be "ready" when the television market had developed 
13 further. 
Because the major studios did not leap into the production 
of television films, independent film producers sprang up in 
;Hollywood in the hope of capturing the new TV market that they 
expected would one day supplant the present theatrical film 
:industry. 
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In 1949 and 1950, Hollywood was in the throes of one 
of its periodic slack seasons, and with the prophets of 
doom crying out in fear of television, there was a double 
incentive for film producers, directors, and writers to 
go to television. Their ranks were swelled by large 
numbers of radio-free-lance package producers. Often with 
their office in their hats, they would set up business and 
beg or borrow the $5,000 to $25,000 needed for a pilot 
reel, a short filmed episode they could use to illustrate, 
and sell, their ideas.l4 
By 1951 Hollywood had made the transformation to a legiti-
mate producer of television fare. It was to be another four 
years before films from Hollywood would hit the television 
industry with its full impact, but it was quite obvious already 
l\ 
•:that the facilities and the know-how of film production already 
'existing in Hollywood would serve it well in the television 
1 
'industry. 
The year 1951 marked the turning point in the TV film 
industry. 'fhat was the year which introduced "I Love Lucy", 
"Amos 'n' Andy", and other quality film series. Hollywood 
began to learn the TV craft and developed special tech-
niques for trimming the high costs of film making. More 
attention was paid to the quality of each film, and 
producers and production units emerged who gained the 
confidence of advertising agencies and sponsors. The 
early resistance to TV film packages subsided, and clients 
with live shows began converting their series to film. 
within a twelve-month period such live dramas as Schlitz' 
"Playhouse of Stars", Lever Brothers' "Big Town", and 
Camel's ".Man Against Crime", had shifted to the West 
Coast and film.l5 
An illustration of the film industry's adapting itself to 
the television medium is the use of three cameras, simultaneously, 
:by Jerry Fairbanks. Modeled after the television use of multiple 
.cameras, this production company got a minute of film for each 
!sixteen minutes of working time. This Depresented a cut of 
.·forty-four minutes of working time when compared with the sixty 
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minutes required to attain a minute of film in the production of 
i~even the cheapest ninety-minute grade B movie. 1116 
By 1954, NBC was originating more night time programs on 
;a regular basis from Hollywood than from New York. Only on 
Mondays and Fridays would more shows come from New York than 
:Hollywood. CBS also was increasing the number of shows that it 
:originated from the West Coast. Hollywood was the source of 
;supply that the television medium needed. As the demand for 
filmed entertainment increased this production center grew and 
l~rospered. Thomas Pryor's prediction in the New York Times, 
.in 1954, spelled out the effect that Hollywood was having on 
the television industry. 
The westward movement in television is gathering 
momentum. If the pace keeps up without slackening for 
another year, Hollywood won't just be the movie capital 
of the world but the television center as well.l7 
In the following year Hollywood television had "flexed its 
new muscles like the near-grown adolescent it is and happily 
"found its growth to be roughly twice that of 1954. 1118 The 
·.~ear 1955 "confirmed what everyone suspected: Hollywood would 
Surnish television, with the majority of entertainment in terms 
, f f'l " 19 
.o 1 ms. 
In 1956 NBC President Robert W. Sarnoff warned about heavy 
' 
:film programming and pointed out the live television route that 
N- c ld f 11 . . t t 1 . . . 20 ·1.8 wou o ow 1n 1 s e ev1s1on prograrnnang. But by 1957 
it was obvious that Hollywood and its film facilities were 
destined to provide network television with the majority of its 
prime time program material. The exodus of television's show 
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, pieces, its hour long dramas, was the final step in film's 
invasion of its sister medium. Rod Serling described the 
~ :, 
! situation in 1957 when he said: 
i 
In the past twelve months, over half of the live 
television dramas emanating from New York have been 
cancelled. On the Coast, the "Lux Video Theatre" has 
gone off the air after some seven or eight years. "Studio 
One", long a mainstay of CBS television drama stable, is 
moving to California. Of the remaining three hour shows 
now originating in New York, two are considered shaky, and 
the bar-car bookies on the New Haven are quoting even 
money that at least o~or both of these shows will be off 
the air by January •••• New York City, once the home of 
live television production, is in the process of being 
deserted by TV's writers. Unable to lick television-in-
a-can, they are now in the process of trying to join it 
in Hollywood.21 
And join it they did. By 1959, 78.6% of the three networks' 
evening programming came from Hollywood; 88.6% of which was on 
film. Almost 70.0%· of all the evening programming out of the 
television networks were filmed shows originating from Hollywood. 22 
The 1960-1961 television season will show no change in the 
westward trend. 
All of NBC, except "Perry Como" and the "Price is 
Right", will come from the West Coast. All of ABC 
except "Naked City", a filmed show, will come out of 
California, most of it out of Warner Brothers. Only 
CBS will keep a respectable part of its schedule - about 
a quarter of it - coming out of New York City.23 
From the beginning of television Hollywood had the facilities 
1, and the personnel to provide televis:i>n with the programming that 
:it needed. It was only a matter of time before this factor would 
1be manifested in the programming schedules of the networks. 
Another influence on network programming that came to 
television by way of the West Coast and has aided the use of 
film, is the networks' disposition toward packaging of programs 
il 
by outside sources. Live television must necessarily be done by 
,the networks, or at least with the networks' facilities. If 
:someone else is going to prepare network programming they must 
'almost necessarily do it on film. Hence it should be to no one's 
!surprise that when the networks abdicated program creation in 
favor of purchasing, the film packagers from the West Coast 
:filled the void that was left in the business of creating 
programs. 
CBS unlike NBC "has continued to insist that a network 
should be able to create a substantial proportion of its 
1: 
!programs from within. 1124 But NBC, and especially ABC, have 
turned program creation over to the film packagers. David 
·Susskind, production head of Talent Associates, Lt.d., a program-
packaging firm, which is responsible for "most of the live 
dramatic programs that have appeared on the networks during the 
past few years ••• n 25 described the problem faced by a 11 live 11 
packager now that the film companies have become firmly 
'entrenched in network programming. 
The only network with any real imaginativeness is Columbia • 
.ABC, which really started the folderol of TV Westerns, is 
so firmly co~nitted to a policy of running assembly-line 
filmed stuff, that it's just about out as a prospect for 
our kind of program, unless we can persuade an important 
sponsor, such as Alcoa, to bring pressure to bear on them 
to provide us with the necessary air time. And that's 
also about the only way we're likely to get a show on NBC 
this season.26 
Another factor that must be considered as an outside 
influence upon the use of one method of origination by the 
;networks is the relationship of ABC with the film makers of the 
;: 
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West Coast. ABC's most obvious tie with film producers came 
'with its merger with United Paramount Theatres in 1951. 27 After 
this merger, ABC's film orientation became quite apparent. 
Since the early fifties, ABC has led all of the other 
inetworks in the use of filmed programming. When analyzing the 
:use of film by all three networks, the overall figures belie 
the true division of use of methods of origination by one 
specific network. This is true mainly because ABC uses so much 
more film than its rival networks. As far back as July of 
•: 
1)953, Broadcasting Telecasting magazine noted " ••• that the bulk 
:of network service consisted of live programs, though live and 
film originations were about equal in the case of ABC-TV." 28 
The key to ABC's use of film in such great quantities lies 
in the difficult competitive position that it has been in. A 
television network must have talent in order to provide program-
ming to its network stations. It must either go to other 
entertainment mediums for this talent or develop its own. NBC 
'and CBS were in relatively strong positions talent-wise in 
i·comparison with ABC, although CBS did "steal" much of NBC's top 
talent in 1949. In order to fill the talent void that it 
,suffered, ABC went to a natural and vast source of programming 
i•aterial, the West Coast film industry. Here was not only a 
,reservoir of name talent but also the complete production 
'facilities needed to prepare a complete program from the 
:scripting to the actual finished production. 
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Unable now to come up with a private talent stable 
equal to its stronger competitors, CBS and NBC, the TV 
network division of American Broadcasting-Paramount 
Theatres, Inc., is doing the next best thing-- acquiring 
rights to the top talent product of Walt Disney Studios, 
Metro-Goldwyn Mayer and Warner Brothers.29 
By 1956 ABC's film pattern was definitely established. Fully 
!two-thirds of its total hours of network service were originated 
on film. CBS originated one hour of film to every four hours of 
live and NBC led the networks in the use of live programming by 
airing only one-sixth of its programs on film. 30 
The last factor that has rendered a substantial influence 
~on the networks' choice of program origination is the change 
that has taken place in the concept of live television. 
;Originally, the live show was one that was broadcast while the 
event was taking place. Until video-tape became a reality a 
· large distinction was m~de between the live show and one that 
was recorded before origination. 
After the video-taped program was perfected and the 
average viewer could not tell the difference between the video-
taped show and one that actually was originated live, this type 
. of program was treated as a "live'' show. The theory behind this 
~change in the concept of live programming was that taping is 
merely an extension of the live broadcasting technique. Its 
primary purpose lay in the fact that it allowed the networks 
• to broadcast at times which were most convenient for the viewing 
public. 
As a result of this new concept of live television the 
networks have replaced many of their live shows with video-taped 
ll ·-
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;!programs, which the public accepts as live shows. In terms of 
!,origination these "live" shows are not actually live. And 
.:what's more, in many cases they practice the film technique of 
:production rather than the live technique. 
Sporting events which were once considered to be done live 
jout of necessity are now being done at least in part on video-
, 
I! ;tape. The live attribute of immediacy no longer is a synonym 
for instantly. Immediacy has become a matter of degree. The 
taped "live" show is immediate if it is broadcast in a reasonable 
lamount of time after the event actually takes place. 
The result is that the networks are able to capitalize on 
all of the advantages of the live show and all of the advantages 
'of the taped program including editing and delayed broadcast. 
'Therefore, it is to their advantage to originate "live" 
programs on video-tape rather than live. 
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SUMMARY AND CONCLUSIONS 
Each method of origination has a number of outstanding 
:characteristics that are favorable to its use in network 
.programming. Live origination is inexpensive, allows flexibility 
'in programming, and contains the element of immediacy. Film 
origination allows the networks to do repeat programming, to 
,, attain high-quality productions, and to pre-record. Video-tape 
enables the networks to duplicate almost anything that the 
other two methods of origination can do. In addition video-
tape's immediacy gives it characteristics which are shared 
[neither by film nor by live presentations. 
As can be seen on the following graphs, live television 
.i; 
~has undergone a steady decline since 1954 in its share of 
ji 
1! network programming. "Canned" methods of programming have 
~increased their share of the total programming time steadily 
,. 
il 
::throughout the past six years. With the new method of video-
i' 
rtape recording enjoying considerable network utilization in 
J 
1960, "canned" programming surpassed live programming in total 
telecasting hours on the networks. 
In night time telecasting, the rise in film and video-tape 
:origination and the resultant decline in live programming is 
even more decisive. Live programming, which in 1954 accounted 
for 76.4% of all night time network telecasting, dropped to a 
!!. 
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Graph !.-Network origination by the number of hours 
broadcast and the per cent of all broadcast hours. 
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Graph 2.-Daytime network origination by the number of 
hours broadcast and the per cent of all broadcast hours. 
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Graph 3.-Night time network origination by the number 
of hours broadcast and the per cent of all broadcast hours. 
160 1959-60 
0 
aThe bars represent the number of hours. The lines 
represent the per cent of total hours broadcast. 
Each color r~presents a method of origination. 
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;mere 28.0% Video-tape, which was responsible for much of the 
.de-emphasis on live programming, didn't prevent film from 
·assuming an even more dominant position in night time programming. 
In daytime network telecasting the live method of originatiou 
was also undergoing a decline in its share of broadcasting hours, 
:though not with the same rapidity that it did during the evening 
viewing hours. Still, in the spring of 1960, live broadcasting 
!retained over half of the networks' daytime programming hours. 
•Video-tape played a more important role here than during night 
:1time programming, and film showed marked increases over its 1958 
;.total. 
The networks seem to consider film to be the be~t method of 
,presenting documentaries and dramas. Live television was 
!,favored for news, sports, participation, variety, music-dance, 
t· 
!'and daytime dramatic presentations. Video-tape was used for the 
j:most part in talk and variety shows, although there was indi-
i 
,cation that it would play a significant role in future dramatic 
,programming. 
It is obvious that the choice of origination method by the 
:'1 
metworks over the past decade hasn't been based on the assets 
i\that are inherent in the methods themselves entirely. External 
i. 
,I [factors played an important role in the final decisions of the 
,men who dictate the choice of origination. Network expansion 
which was necessary to provide an advertising market that could 
:afford more expensive programming was a decisive factor in the 
early years of television. 
The existence of a vast source of programming facilities 
and know-how in the film capital of the world long before 
television became a reality has also influenced network choice 
of origination. Other factors that must be taken into account 
are: the adaptation of the film industry to many of television's 
techniques in order to successfully compete with television in 
its own realm; the willingness on the part of television net-
works to air the products of outside packagers; ABC's orien-
tation toward film programming; the changing concept of "live'' 
origination. All of these have contributed to the network 
pattern of origination over the past ten years. 
Certainly the nature of the medium of network television 
has undergone a transition during the past decade. Once an 
outlet for almost entirely live studio programming, it now has 
increased its scope and at the same time, subjected itself to 
transmitting film for over half of its broadcasting hours. 
Breaking away from the four walls of the television studio is 
certainly an improvement. However, the propriety of becoming 
~an outlet for the products of the film industry is questionable. 
At the least, this will hinder television from developing its 
natural potential and will continue, as it has in the past, to 
1, change the character of the program content of the medium. 
1· 
Video-tape, truly an integral part of present day tele-
vision, has the potential to be the deterring factor in the use 
of ~ilm origination. Up to this date it has served as little 
more than a substitute for live programming. Perhaps in the 
• 
• 
• 
future it will replace film in many of the program hours now 
occupied by the older method of recording. 
Another important change that has come about in recent 
years in network television is its treatment of immediacy. 
Once this meant that the viewer would be able to witness an 
event while the event was taking place. Today it means that the 
viewer may witness the event while it is taking place or in 
some cases, hours later. Immediacy in its original sense is 
rapidly disappearing from the networks. Even the sporting event, 
once the sacred ground of live programming, has become a common 
place for "canned" methods of origination. 
As was pointed out in Chapter Five, the networks have shown 
that they prefer certain origination techniques for the different 
types of programming. The question whether or not the live 
quality of a drama should be sacrificed for technical quality 
and the convenience of the filmed program seems to have been 
resolved in favor of film. But the question remains as to 
whether or not the video-taped dramatic production with its live 
quality and potentially perfect production techniques will one 
aay replace the filmed drama. At the present, this seems 
doubtful unless either the film producers change to video-tape, 
or the networks do more program production. Should video-taped 
drama replace the film in the future, the present attitude of 
perfectionism will probably insure the continued use of film 
techniques in this newest of the origination methods. 
Another attribute that both video-tape and film will share 
in future network programming is that they both will become 
enormous sources of repeat programming. When one considers the 
'fact that relatively little effort or expense is required on the 
;part of the networks in order to record any program on video-
;tape, the prospect of more and more repeat programming in the 
'future becomes evident. This will probably affect daytime 
I 
1 programming much more than night time programming. As in film, 
'night time programs recorded on video-tape will soon be blessed 
:with a second chance at the expense of the daytime audience and 
relatively little, if any, cost to the producers. 
Network television has in the past and will continue in 
t: 
l:the future to increase its use of "canned" methods of origi-
i 
:,nation. Only the next few years will tell if these "canned" 
·programs will be originated on video-tape or on film. Perhaps 
another method of origination will be developed that will 
ultimately replace both. But in 1960 film still dominates 
"canned" originations. 
APPENDIX A 
• 

TABLE 2 
DAYTIME PROGRAi\'iMING ORIGINATED BY LIVE, FILM, A...llill TAPE :METHODS FOR 3 .N"ETWORKS IN 6 TV SEASONS 
(ALL FIGURES IN HOURS AND MINUTES) 
'rABLE 3 
NIGHT THlE PROGRAiv!MING ORIGINATED BY LIVE, FILM, AND 1'APE METHODS FOR 3 NETWORKS IN 6 TV SEASONS 
(ALL FIGURES IN HOURS AJ."JD MINUTES) 
METHOD OF KU:IvfBER OF HOURS - KIGHT TIME: 
il OlUGINATION 1949-50 1951-52 1953-54 1955-56 1957-58 1959-60 
I 
ABC 
--Live 
. . . 
Film • 
Tape • 
Total 
~ 
. . 
. . 
Live • o o •• 
Film o ••• • 
Tape ••••• 
II Total • • •• 
·' 
NBC 
Live • 
Film • 
• • • 
. . . 
Tape • • . . 
Total 
. . . . 
. . 
. . . . 
24:15 
1:45 
. . . . 
26:00 
30:00 
3:45 
. . . . 
33:45 
• • • • 
. . . . 
. . 
0 • 
25:35 
3:40 
. . . . 
29:15 
34:41 
2:15 
. . . . 
36:56 
18:15 
8:45 
. . . . 
27:00 
22:30 
5:45 
28:15 
26:22 
6:15 
. . . . 
32:37 
15:45 
14:30 
. . . . 
30:15 
16:30 
13:00 
29:30 
26:45 
11:45 
. . . . 
38:30 
10:45 
19:45 
. . . . 
30:30 
14:30 
13:00 
. . . . 
27:30 
23:45 
15:30 
. . . . 
39:15 
10:00 
22:00 
0:30 
32:30 
9:00 
17:00 
1:30 
27:30 
9:30 
14:30 
15:00 
39:00 
·~-------------------------------
1[ ALL N.:~TWORKS 
li Live ••••• 
!i Film ••••• ,, 
!i Tape • • • • • 
!I 
II 
~~ 
I: 
., 
" II 
Total 
54:15 
5:30 
. . . . 
59:45 
60:16 
5:55 
. . . . 
66:11 
67:07 
20:45 
. . . . 
87:52 
59:00 
39:15 
. . . . 
98:15 
49:00 
48:15 
. . . . 
97:15 
28:30 
53:30 
17:00 
99:00 
i: 
H 
~ ; 
p 
' 
.,, 
t: 
i 
0' 
0 
.METHOD OF 
! ORIGINATION 
.ABC 
1 
--Live • 
• • • 
CBS 
Film • • 
Tape • • 
Total 
. . 
• • 
Live •••• 
Film •••• 
Tape 
Total 
TABLE 4 
PROGIWi ORIGINATION IN VARIOUS PROG+<AM TYPES FOR 3 1TETVfORKS IN THE 1959-60 TV SEASON 
(.ALL FIGURES IN HOURS AND MINU'l'ES) 
Documen- D N. 1iusic- P~rtici-
rama ews . tary Dance_ pat1on 
0:30 
. . . . 
0:30 
0:30 
1:00 
. . . . 
1:30 
1:00 
29:30 
2:30 
33:00 
20:55 
25:30 
. . . . 
46:25 
1:15 
• • • • 
. . . . 
1:15 
3:45 
• • • • 
. . . . 
3:45 
9:30 
. . . . 
• • • • 
9:30 
0:30 
. . . . 
1:30 
2:00 
5:00 
. . . . 
0:30 
5:30 
2:30 
. . . . 
. . . . 
2:30 
Sports 
0:45 
1:30 
. . . . 
2:15 
3:45 
. . . . 
. . . . 
3:45 
Talk 
6:00 
• • • • 
. . . . 
6:00 
3:00 
0:30 
2:30 
6:00 
V~riety 
1:30 
• • • • 
. . . . 
1:30 
10:45 
. . . . 
1:00 
11:45 
11 --------------------------------------------------------------------------------------------------------------------------
1! NBC 1'--Live 
Film 
Tape 
Total 
. . 
. . 
ALL NETWORKS 
• • 
• • 
Live •••• 
Film •••• 
Tape •••• 
Total 
. . . . 
1:00 
. . . . 
1:00 
1:00 
2:00 
• • • • 
3:00 
6:30 
15:30 
6:00 
28:00 
28:25 
70:30 
8:30 
107:25 
2:30 
• • • • 
0:30 
3:00 
2:00 
• • • • 
1:00 
3:00 
7:30 12:00 
. . . . . . . . 
0:30 2:30 
8:00 14:30 
10:30 
1:00 
7:00 
18:30 
18:00 
1:00 
7:30 
26:30 
6:10 
1:05 
. . . . 
7:15 
10:40 
2:35 
• • • • 
13:15 
2:00 
1:00 
22:00 
25:00 
11:00 
1:30 
24:30 
37:00 
1:30 
• • • • 
10:00 
l-1:30 
13:45 
. . . . 
11:00 
24:45 
1"~-------------------------------------------------------------------------------------------------------------li One-and-one-half program hours are not classified. 
~ \ 
!! 
;: 
c:o 
...., 
.METHOD OF 
ORIGINATION 
ABC 
CBS 
Live 
Film •• 
Tape . 
'fotal 
Live • • 
Film • • 
Tape • . 
Total 
il NBC 
I• -Live • . 
I Film • 
' ~ • 
:; 
!: Tape • . 
Total 
TABLE 5 
DAY'l'IME PROGRAM ORIGINATION IN VARIOUS PROGRAM TYPES FOR 3 1-.i'ET\IORKS IN THE 1959-60 TV SEASON 
(ALL FIGUHES IN HOURS AND MINUTES) 
Documen- D N l~sic- Partici-
rama ews . tary _Q~I!.Ce ______ INLt1on Sports Talk Variety 
. • . . . • • •• . 5:00 • . . • • . . . 5:00 0:30 
• . . • 8:30 . . . • . . . • . . . . 0:30 • • . • • • . • 
• . . • 2:30 . . . • . • . • • • . • . . . • • . • . • . . • 
• . • • 11:00 . . . . 5:00 5:00 0:30 5:00 0:30 
• • 0:30 18:55 2:15 0:30 2:30 3:45 0:30 7:45 
• • . • . • 10:00 • • • • . . . . . . . • • . . • . • • $ • . . . 
. . • . . • • . . • . . . . • 1:00 • • . • . • . • 2:30 • . . • 
0:30 28:55 2:15 1:30 2:30 3:45 3:00 7:45 
• . • • • • 5:30 . • . . . . . . 10:30 5:10 0:30 0:30 
. • . . . . 3:30 . • . • • . • • • . . • 0:35 1:00 . • • • 
. . . . • • 3:30 . • . . • . . • 7:00 . . • • 22:00 . . . . 
. • . . 12:30 . . . • . • . • 17:30 5:45 23:30 0:30 
ii ALL NETWORKS 
I 
H Live • • I • • 0:30 24:25 2:15 5:30 18:00 8:55 6:00 8:45 
Film • • . • • • . . 22:00 . • . • • • . • . . . • 1:05 1:00 • . • . 
u Tape • . . . . • • • 6:00 . . . • 1:00 7:00 . • . . 24:30 • • • . 
11 
I' Total 0:30 52:25 2:15 6:30 25:00 10:00 31:30 8:45 1: ,I 
il 
,I 
!l 
H 
H 
il ,,, 
~ ~ 
;~ 
,, 
({J 
~ 
r 
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TABLE 6 
NIGHT TIME PROGRAlvl ORIGil'\A'l'ION IN VA.'UOUS PROGRAM 'l'YPES FOR 3 NETWORKS IN THE 1959-60 TV SEASON 
(ALL PIGUHES IN HOURS .!11) :MINUTES) 
lilr.U:..lm.HJ OF Documen- Drama News Music- Partici- Sports 'fa1k Variety O!!!GINATION tarv Dance nation 
G 
Live •• . . 0:30 1:00 1:15 4:30 . . . • 0:45 1:00 1:00 
Film •• . . • • • • 21:00 • • • • . • • • • • . • 1:00 • • • • . . . . 
~pe • • . • . . . • . . • . • • • • . . • • 0:30 • . . . . . . . . . . • 
Total 0:30 22:00 1:15 4:30 0:30 1:45 1:00 1:00 
CBS 
Live •• • • • • • • 2:00 1:30 . . . . •• . . . . . . 2:30 3:00 
Film • • • • 1:00 15:30 • • • • • • • • • . • • • . • • 0:30 . . . • 
Tape • . • • • . . . • . . . • . . • 0:30 • • • • • • • . . . . • 1:00 
Total 1:00 17:30 1:30 0:30 . . . . . . • • • 3:00 4:00 
~'Be 
Live •• • • • . . • 1:00 2:30 2:00 • • • • 1:00 1:30 1:00 
Film • • • • 1:00 12:00 • • . . . . . . 1:00 0:30 . • • . • • . . 
Tape • . . . . . . . 2:30 0:30 1:00 . . . • . . • . . . • • 10:00 
Total 1:00 15:30 3:00 3.:00 1:00 1 :30 1:30 11:00 
ALL NETWORKS 
Live ••• • 0:30 4:00 5:15 6:30 • • • . 1:45 5:00 5:00 
Film •• • • 2:00 48:30 • • • • • • • • 1:00 1:30 (h30 • • • • 
Tape •• • • • • • • 2:30 0:30 1:30 0:30 • • • • . . . • 11:00 
Total 2:30 55:00 5:45 8:00 1:30 3:15 5:30 16:00 
:• Otte-antt=ozie=lmlf p1ogzmu hunts axe nob classified:. 
--
- -
-
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APPENDIX B 
DEFINITIONS OF PROGRAM CLASSIFICATIONS 
Variety- Any program that is a combination of singing, dancing, interviews, 
skits, acrobatics, magical acts, comedians, etc. This catego~ includes the 
comic program that is built around a star comedian, but, in addition, utilizes 
many of these other types of entertainment. 
News- A general news program such as news reports and news commenta~. Special-
ized sports news programs are excluded from this catego~. 
Drama- A dramatization of a complete sto~, a segment of a continuing sto~, or 
a number of short but complete stories within one program. The dramatization 
of factual material falls under this classification except in the case of the 
program type that is generally understood to be a documenta~. 
Talk- A program that relies on speech ~~inly aa a means of entertainment. This 
includes panel, interview, discussion and instructional shows. 
Participation- Programs that include participation on the part of members of 
the studio audience for purposes of stunts or contests such as take place dur-
ing a quiz show. 
Sports- A sports news report, sports commentary, or the presentation of a sport-
ing event. 
Music-Dance- This is a program that is primarily confined to either music, or 
dance, or both. 
Documenta!Y- A dramatized presentation of a newsworthy or informative topic 
such as a dramatic but documented survey of a historical event or series of 
historical events. The travelogue is also included in this catego~. 
95 
*Although the following classifications of drama were not included in the 
breakdown of program time by program types, mention has been made of these cate-
gories throughout the work. 
Theatrical Drama -A dramatic presentation that is complete in itself. If dif-
fers from the series or serial presentation by virtue of an independent plot 
and different characters in each individual presentation. A central theme may 
be present in a series of theatrical dramas, but this theme is general and less 
confining than the series show. 
Cartoon- This is an animateci dramatic presentation. The cartoon was put within 
the category of drama. 
.., ---·-·- --
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